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7. TRANSITIONS 

Three months on from Little Women, just after she had staged Pinero's Trelawney of the 

Wells and a few weeks before her sixty-first birthday, Van der Gucht received notice that 

she would be promoted to the rank of Associate Professor With effect from April 1970 

(Benfield, letter, 8 October 1969). This was her second ad hominem promotion and 

hence a great honour, but from the motivating document it is clear why the University 

Council approved it: 

TO ASSOC. PROF. 
MISS ROSALIE VANDER GUCHT: 

Miss Rosalie van der Gucht joined the staff of the Department of Speech 
and Drama in 1942 and became its Head in 1946. Since then she has 
directed its activities with the greatest energy, ability and tact and her 
outstanding work was recognised by the University m 1954 when she was 
one of the first group of staff to receive ad hoc promotion to the grade of 
Senior Lecturer. 

In 1954 there were 45 students in the department: today there are 139 
with a far wider range of courses. The UCf School of Speech and Drama is 
recognized as the premier training school in South Africa and many of its 
former students are now prominent in professional theatre, cinema and 
radio here and overseas. 

Miss van der Gucht's personal contribution has been made as leader, as 
teacher, and as director of numerous plays and other performances for 
which her work has earned the highest critical assessment. In addition she 
has been adjudicator and examiner for a great many organisations, has been 
National Chairman of the S.A Guild of Speech and Drama Teachers and is 
now a life Vice-Chairman. She formed Theatre for Youth in Cape Town in 
1953 and has been its Chairman continuously since then. She has done 
pioneering work for the Coloured and African Communities and made . 
many contributions to the U.C.T. Summer School. She has been a Carnegie 
Scholar and a British Council Visitor. She has unselfishly fostered the work 
and progress of her staff and students and enjoys their complete respect and 
affection. (n.d. Staff Records, UCf Archives) 

Small wonder that when the announcement was made it was greeted with huge 

enthusiasm, and remarkably quickly students and colleagues adjusted to calling her 

Professor Van der Gucht. 
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Three Sisters 

1970 was a significant year for Vander Gucht in many ways. In March she gathered 

about her students, past students, old colleagues and friends of the Department and 

directed Chekhov's Three Sisters. Lily-Jean Satusky, who had taught so many of Vander 

Gucht's students at Good Hope Seminary, played the nurse Anfisa; Bill Jervis -- an old 

friend of the Little Theatre -- portrayed the doctor, Chebutykin, Pamela Gundle was cast 

as the sister-in-law Natasha, Robin Malan played Baron Tuzenbach, and Ron France -

who frequently acted at the Little Theatre in the late sixties -- played Vershinin. Of the 

young and talented there was also a good sample: Peter Krummeck (Andrey), Jacqui 

Singer (Irena), Johan van Jaarsveld (Kulygin the schoolmaster) and David Lan the old 

servant, Ferapont. 

Vander Gucht staged the play in the old SACS hall, dubbed the 'Open Space Theatre' 

for this play, and in a programme note she says: 

Chekhov's style of writing is particularly suitable to 'Open staging', where 
there is no proscenium arch or imaginary 4th wall to make a barrier 
between actors and audience. The audience should thus be able to feel 
more easily an involvement with the characters -- so essential to the 
understanding and appreciation of Chekhov. 

Judging from the reaction of the critics however, it seems that visibility and audibility 

proved a problem for an audience who were rather unused to anything like 'open staging' 

and no raised stage at that time; after all neither the Space Theatre (note its name) nor 

the Baxter Studio existed then. Vander Gucht is reported in the Ar~s as saying: 

It is an experiment. Perhaps we are not ready for this form in Cape Town. 
Perhaps I should have waited until the Sacs Hall, the venue, was better
equipped for it, but to me it seems right for Chekhov. Certainly open
stagmg calls for weater care and skilf in acting because of the greater 
exposure to audtence. (11 April1970) 

Choice of venue aside, the production found much favour and Ben de Kock's closing 

comment in Die Bur~er review has proved prophetic: 
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Drie Susters is ook hierin tipies van Tsjechof se werk dat dit na 'n opvoering 
by 'n mens bly groei en sterker tot jou begin spreek. Daarom dat hierdie 
weergawe van Rosalie Vander Gucht lank in Kaapse toneelkringe 'n 
onderwerp van bespreking sal bly. ( 6 April 1970) 

[Three Sisters is also typical of Chekhov's work in that after a 
performance it remains with one and resonates increasingly strongly 
m the mind. That is why this rendering of Vander Gucht's will long 
remain a subject for discussion in Cape Town theatre circles.] 

Readers familiar with Vander Gucht's skill as a director of Chekhov will probably agree 

with Owen Williams: 

CHEKHOV, of course, is the playwright who made nuance a dramatic art. 
For many reasons he is a difficult writer to place on the stage-- he is 
complex, his effects are orchestrated, he mingles sadness and laughter. The 
text 1s, as it were, only a plan for an individual creative effort by the 
producer. One longs for the perfect realisation of a Chekhov play, for it is 
apparent that it lies there elusively in the words. This version of 'Three 
S1sters', by Rosalie van der Gucht, approaches that dream. With a cast of 
amateur players, many of them students, it is an extraordinary 
accomplishment. 

Professor van der Gucht as an interpreter of Chekhov is in the first rank, 
as she has shown many times before this splendid production1. I think her 
main virtues in this regard are that she understands with sensitivity and 
intelligence exactly what the great Russian was trying to do, and that she 
has the technical skill to realise this understanding. 

The rhetorical flourish, the directorial flamboyance which draws the 
attention to the producer, is not for her, and neither is the all-enshrouding 
~loom often favoured in English interpretations of Chekov. She realises the 
mterplay, expressed in the excellent ensemble work, she gives lightness to 
the humour, and due weight to the sadness. 

There are ... moments which one remembers, one of the most effective 
being the farewell of the Baron (played with just the right humility and 
tenderness by Robin Malan) to Irena (an excellent pprtrayal by Jacqui 
Singer, who captures with touching effect the wistful, naive longing of the 
character and her growth to acceptance and maturity). (6 April1970) 

A relevant play and a significant birthday 

What a satisfying experience this play must have been for all the cast -- a good piece of 

work, guided by a skillful hand. But there were still other students in the Department 

who were wanting Vander Gucht's guiding hand. Paul Slabolepszy and David Haynes 

were pressing her to direct them in Arthur Miller's The Crucible. Haynes says: 'There 
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were all sorts of parallels with South Africa's political situation: the police out there with 

their batons and teargas and charging at marchers ... ' (Interview). In quite a different vein 

Slabolepszy says: 

I wanted to play John Proctor. When I was cast as the Reverend Hale I 
remember sitting in Vandy's office and crying in my disappointment. 

'Stop being so silly! there --' she said, 'You need to find stillness and some 
centre, and David [Haynes] can do some hip thrusting'. 

I hated her for it at the time, but it was the biggest lesson I ever learnt in 
my acting career and it was given to me by Vandy .... It's quite strange 
really, that the biggest impact of my acting career should have to come from 
so far back, from Vandy at Drama School. (Interview) 

However, although 'there was a great deal of competition for various parts' the focus of 

the production was on the ensemble (Haynes, Interview). 'There was a wonderful sense 

of group commitment' Haynes recalls, and that is certainly what emerges from the free

flowing impressions of the play offered by the cast and director in an article for Varsity of 

26 August 1970, compiled by David Lan. He opens his article with a brief review of the 

play's performance history in America and Britain, then he continues: 

Rosalie van der Gucht's production opens at the Little Theatre ... at a time 
when the questions that lt raises are again on the front r~;es of newspapers 
throughout the world. Here six members of the cast -- · Dick, Paul 
Slabolepszy, Sue Kiel, David Haynes, Alex Mavro and Jacqui Singer-- talk 
about their experience of the play. 

UZ: I think 'The Crucible" 1s very relevant to South Africa .... We have 
Calvinism and they had Puritanism, which is not exactly the same, but it is 
of the same type of belief and this moulded a type of society.... I mean that 
Yssel man saytng all that about the miniskirt incurring God's wrath so we 
haven't got enough water, it's all the same sort of thing. The social 
prejudices that they had coincide perfectly with ours. 

PROF. VAN DER GUCHT: One must present the play simply as a play. 
What is important is to communicate the ideas that are there in the text. If 
there are allusions and parallels, let the audience find them for themselves. 

However the Professor's opinion did not seem to check her cast from finding those 

allusions for themselves -- for the discussion went on: 
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SUE: Last night did you hear Chris Prophet talking about-what's going on 
on the campus at the moment? Kawalsky and all that. And he was referring 
to the removal of passports and things like that. He was comparing it to 
what's goin~ on in the play. You can't make one move without being caught 
for it and tned for it, or just sentenced for it. 

UZ: It's all about the freedom of speech really. About the freedom to 
believe in what you want to believe in, which we aren't really allowed to do 
here. And they weren't allowed to do there because if they differed in any 
way ... 

DAVID: Something that I find quite interesting is that very few of the 
people who cry witch know anything about witchcraft. It's much the same 
here. A guy's got long hair and wears strange clothes and things -- okay, 
he's a Communist! But they will cry Communist on anyone who steps out of 
line or doesn't believe exactly the same things that they do, without knowing 
anything about what Communism is about. 

1ACQUI: Generally I think it's got a very definite idea to convey because 
we havent really got any further than what Miller was writing about at the 
time. Things are still the same. You can look at the Manson trial. 

SUE: The more I read about the Manson trial and the way they've been 
behaving towards Linda Kasabian and the way Manson and his crowd are 
being treated even while they're giving evidence -- it's very like the hysteria 
in Act Three. 

UZ: The way the judges influence the girls. 
PAUL: It's quite frighteningly similar. 
SUE: Right down sometimes to words and movements that they describe. 

I mean, it's happening there now. 
DAVID~ I would like to comment on the way we have progressed. The 

play deals with 1692 and these people were given a trial. Most of the 
political protesters in this country are put away without being given a trial. 
That's the way we've progressed. 

Two weeks before The Crucible opened, a momentous event occurred in Van der 

Gucht's life: her mother Florence celebrated her hundredth birthday. Vander Gucht had 

earlier applied to the University for some partial leave to cope with this event; so while 

she continued to direct The Crucible and carry her responsibilities as Head of 

Department, she did not do any teaching in the third term. She prepared for the birthday 

party and answered the myriad goodwill wishes sent to her mama. Sheila Weinrich says: 

'A lovely party was held in the house, there were flowers, masses of flowers everywhere; 

gifts; there was delicious food, and of course the cable from the Queen1(Interview). The 

cable pleased Florence Vander Gucht enormously. 

A fortnight later The Crucible opened at the Little Theatre, and Paul Slabolepszy 

wrote her a letter for the opening: 
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However successful this production may be, I want you to know that I (and 
I'm sure many others in the cast) have learnt more about acting than all 
previous productions I have been in. Thank you. Love, Paul. 

The Crucible was a success. Victor Holloway wrote in Die Burier: 

Die verskrikking van 'n heksejag is ... opnuut aan ons tuisgebring. Die 
gehoor bet prof. Rosalie van der Gught (sic) se uitstekende weergawe van 
Miller se knellende toneelstuk met reg luid en lank toegejuig. 

Ek se met reg, want dit was 'n puik opvoering, waarin d1e hoogtepunte, 
wat Miller so behendig opbou, met goeie ensemble-spel skitterend 
oorgedra is; al moet ek byvoeg dat die individuele spel in gehalte gewissel 
bet. 

[The terror of a witch hunt was impressed upon us afresh. The 
audience quite rightly applauded Rosalie Vander Gucht's 
outstanding rendering of Miller's oppressive play long and loudly. 

I say quite rightly because it was an excellent production, wherein 
the climaxes, so skillfully crafted by Miller, were brilliantly conveyed 
with ~ood ensemble playing; even though I must add that the 
indiVIduals' acting did vary in quality.] 

Terry Herbst, the Cape Times critic who had frequently criticised Vander Gucht's work 

in no uncertain terms, wrote: 

She has directed with attack and pace, building a sense of tension and 
anticipation with a touch that is almost sadistic. This is particularly evident 
in the third act with its ghoulish, quite hair-raising implications. 

The work stretches over more than three hours and it says much for the 
director and her cast that the responsive, packed house on Saturday night 
viewed the proceedings with a hypnotic fascination. (31 August, 1970) 

Death in the family 

The staging of The Crucible did not signify that the major events of this year were 

over. Only six weeks later Florence Vander Gucht having achieved her goal, made her 

century, could with peace of mind give up the struggle to live. She turned her face to the 

wall and decided to die and on the 13 October 1970-- a fortnight before Vander Gucht's 

sixty-second birthday -- she did. Matine Harman's husband Alec Singer was an 

orthopaedic surgeon, friend and medical advisor to Vander Gucht and her mother, and 
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something of what she must have been feeling at the time: 

Oct, 24th 
My dear Matine & Alec, 
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I find it difficult to express in words my thanks & appreciation for all 
you have done for Mother & myself-- but I do want you both to know how 
much I value your friendship & how aware I am of all you have done for us 
both - endless medical help, cheering and comforting visits, presents, 
flowers. The orchid still looks as fresh as ever. I hope that Mother's spirit 
can see it. She would have liked it so much. 

I find that I never thanked Mark and Joan Singer for the telegram they· 
sent Mother for her lOOth Birthday. I didn't manage to complete the thank 
you's before she became ill. Would you be kind enough to thank them on 
my behalf. Mother was fully aware of who sent all her tributes! 

With love. 
Van 

A MAJOR DECISION 

It was not long before Van der Gucht made some fairly radical decisions about her 

life. In the last chapter of Forty Little Years, Inskip writes: 

Early in February 1971 Rosalie approached me with her usual forthright 
discretion with an enquiry about her J?Ossible retirement. For some years 
she had been in a position to retire With a year's notice from herself, and 
with characteristic modesty and self-abnegation she wanted to know 
whether she should consider her own interests first for once .... I assured her 
that everybody would completely understand her wish to travel .... We 
decided to have dinner to~ether to settle this point once and for all, and I 
am most happy that she d1d after all share my view and decide to have a 
good fling at enjoying herself and the world, for which she is one of the 
world's best fitted people. Our dinner was gay and succulent, enlivened by 
wine and the host of mutually shared memories we scarce had time to touch 
upon. (Forty Little Years Il115) 

This was a crucial decision. Staff records in the UCT Archives indicate that Vander 

Gucht had intended to retire at sixty-five, but the death of her·mother changed that (Van 

der Gucht, letter, 25 April1963). Why carry on with a relentless leadership task when (at 

least in her own home) she finally had a measure of freedom from duty, obligation and 

responsibility? Perhaps at the age of sixty-two, Vander Gucht did not need the 
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Department any more, and one can guess that many a day passed when she considered 

that the Department needed her no longer. In weaker moments she probably felt that she 

was too 'old-fashioned' or 'square' to be found useful to the youth of the seventies; 

although with her customary resolute good sense, most of the time she no doubt saw the 

shortsightedness of this view. More importantly however she was at last in a position to 

heed her own wishes, and so she did. 

February 22 1971 
The Registrar, UCf 

Dear Sir, 
After careful consideration I have decided that I would like to retire at 

the end of this year. Will you please accept my resignation from the staff of 
the University as from the end of December 1971? 

Yours fruthfully 
Rosalie Van der Gucht. 

Award winner 

Just as that last difficult year of her headship was starting, she did receive a very welcome 

surprise. At the Three Leaf Award Luncheon on 15 March 1971, she was named best 

director for her production of Three Sisters. Terry Herbst said: 'The choice of Rosalie 

van der Gucht for the best director award received unanimous support from the 200 

guests, who gave her a standing ovation after she had received the statuette from Gwen 

ffrangcon-Davies [sic]' (Cape Times, 16 March 1970). While Owen Williams of The 

Ar~s, one of the Three Leaf Panel of Judges, who had always been quick to find merit in 

Vander Gucht's work said: 

Rosalie van der Gucht has probably done more for the local stage, in her 
own modest and retiring manner than anyone else. As head of the 
University of Cape Town Speech and Drama Department generations of 
actors and directors have been guided by her. 

She is a producer of complete integrity, of deep scholastic learning and 
.with a real feeling for the sta~e. She understands the intentions of the 
dramatist and without fuss, gtmmicks or ostentation she places them before 
the audience. She also almost invariably works with students. As an 
interpreter of Chekhov, one of the most difficult and subtle of playwrights, I 
do not think she has a superior. (16 March 1970) 
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After the announcement congratulations poured in - amongst them a letter from Dulcie 

Howes, Head of the University Ballet School (who had been Director of the Little 

Theatre in 1936). She wrote: 

Dear Rosalie, 
· I cannot begin to tell you what joy & satisfaction I felt when I heard your 
name called out on Monday. 

In this curious rat race of the theatre, integrity, high principles and the 
patient building to high standards are not always recognised and 
acknowledged. 

For me it was the most thrilling and joyful experience to hear the acclaim 
& the applause paid to someone whom I have admired and respected over 
many years. 

Very very sincere congratulations on an award which you so richly 
deserve. 

It made the lunch for me. 
Dulcie 

Corroborating Howes's letter, Inskip wrote in Forty Little Years: 'Most of us knew that 

such recognition was in fact long overdue, and might in all probability have come 

Rosalie's way before had she not had such an exacting and self-effacing conception of her 

role as teacher and guide' (p116). As has been argued before, time and again Vander 

Gucht placed the needs of the students before any attempts by herself to enhance her 

image as a play director, and the price had sometimes been some fairly blatant 

weaknesses in her productions which no amount of theatrical skill could conceal. Hence 

such public approval and recognition must have been good to receive, especially for Van 

der Gucht at this stage, when as Inskip says, 'she had a desperately complicated year for 

various reasons: but she came through it all in one piece .... ' (p 117). 

Preparations for leaving 

Having made the decision to retire, Van der Gucht still had the best part of a year of 

her contract to fulfill, and she continued to lead the Department with her customary 

resolution. However she told the writer in a conversation in 1972, that she had had some 

particularly taxing challenges from her Specialist teaching students, while the increasingly 

anarchical spirit amongst the Performers students -- of itself no bad thing -- was hard to 
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reconcile with the kind of discipline Vander Gucht had always taught was essential to 

theatre work. 

However there were some triumphs in this trying period. Firstly her imminent 

departure finally effected the institution of the long-sought Chair of Drama. No doubt it 

was apparent to the Faculty sub-committee that to try to replace Vander Gucht with 

someone even resembling her calibre at any level below Professorship would be W:ell-nigh 

impossible (Report tabled to the Arts Faculty Board, 31 March 1971) .. Once the Chair 

was granted, Van der Gucht did not stop there. She wrote to the Dean, who referred her 

letter to the Arts Faculty Sub-Committee for Staffing Priorities on 26 October, 1971. She 

wrote: 

In reply to your circular calling for applications for posts not previously 
requested, I wish to ask for the establishment of a Senior Lectureship in the 
Department of Speech Training and Dramatic Art, to be effected by the 
upgrading of a post now held by an ad hoc Senior Lecturer as soon as it falls 
vacant .... 

With the institution of a Chair of Speech and Drama the structure of the 
established teaching posts has become: 1 Chair, 3 Lectureships, 3 Junior 
Lectureships (2 transferred from the Department of English, solely for the 
service course in Oral Communication for Commerce students). From this 
it is already obvious that a much more balanced pattern would be: 1 Chair, 
I Senior Lectureship, 2 Lectureships, 3 Junior Lectureships.+ + The main 
consideration for my request is however, that should one of the lectureships 
fall vacant, it would be extremely difficult to fill it at that level with 
someone who would be able to maintain the required teaching at the 
present standard .... To ensure the continuance of the present standard of 
productions staged by the Department at the Little Theatre it is highly 
desirable that any new lecturer should be an experienced and able director 
of plays so as to maintain the present rota of at least three permanent 
directors .... 

This motivation convinced the University so that Vander Gucht's final act of leadership 

was to leave her department with a far stronger staffing complement than she had enjoyed 

as its Head. 

Adjustments at home 

On the home front her mother's death was probably, in many ways, a relief. Matine 

Harman goes so far as to say: 'When her mother died she blossomed, for as she got older 

her mother's control over her had got worse rather than better' (Interview). But Vander 
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Gucht still assumed family responsibilities. Her first cousin, Gillian Kelly (nee Roberts), 

lived in South Africa but had not known that Vander Gucht was here until-- having been 

discharged from hospital after a four months stay (subsequent to a brain operation)-- she 

saw the announcement of Florence's death in the newspapers. Mrs Kelly wrote and then 

phoned Van der Gucht who invited her to come and stay with her, because the ailing 

woman n~eded help -- mild nursing and rest. Mrs Kelly says: 

She helped me enormously when I first came out of hospital and was so 
helpless. For eleven months until she retired I lived with her in Pinelands. 
Gradually I improved, and every week we'd go and collect my son from 
SACS where he was a boarder, and give him a proper Sunday lunch (you 
know how much a child of that age eats!) and then take him back to the 
boarding house. She helped my son through matric ... Hamlet really came 
alive for him (under her tuition). 

When Helene ~Rindl) got married I took over her flat. Van bought the 
furniture for me. (Interview) 

Perhaps looking after Gillian Kelly helped Van der Gucht too. The solitude and 

'freedom' which her mother's death brought might have been difficult to bear all alone at 

first. As it was, Van der Gucht still had someone to take care of and to worry about until 

she had adjusted to her new state. Then towards the end of 1971, she sold the house in 

Pinelands which she had bought as a home for her mother and herself so many years ago, 

settled her cousin in her new flat and began to say her goodbyes. 

A round of parties was held in her honour -- Theatre for Youth and the Guild were 

just two of the many. On the 29 November 1971 she wrote to Matine Harman-- whose 

husband Alec was then seriously ill -- about the party which the Guild had had and about 

one past students had held for her: 

My dear Matine, 
I feel I must try to thank you personally for the warm & loving 

tribute you paid me last Monday night. I have written something for the 
(Guild) News letter but I would like to tell you personally how moved I was 
by all you said. It's impossible to express the depth of my feelings & 
appreciation -- but I shall treasure the remembrance of your words --but 
not only them -- I value & treasure your friendship, your stirling loyalty & 
your ever readiness to help me in any way for any reason .. I hope our 
friendship will continue for a long time. I wish I could be of more help to 
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I must thank you also for your share & for coming to the T.F.Y. Party-- & 
for the marvellous party, which I know was inspired by you, at Liz van 
Breda's [Coates]. It was wonderful being amongst so many old friends-
thank you for the thought & all you did to arrange it. It brought back many 
happy memories. 

Fond love-- Van 
~ I've come to the conclusion, that with the exception of myself, Speech 
Teachers excel at providing luscious food of all kinds! 

In early December a farewell cocktail party was held in her honour in the Little Theatre. 

As Inskip says, it was a' ... packed, convivial and heartening occasion. Scores of former 

students and friends from every sphere of theatrical endeavour gathered to do her 

honour' (Forty Little Years p.117). The writer vividly recalls Robert Mohr's speech to 

'Van' wherein he said that if he could achieve one tenth of what she had achieved in the 

Department, he would be satisfied. In the letter accompanying the presentation to her, he 

wrote, 'The English language is rich beyond even the riches that you have succeeded in 

revealing to us through your supreme gifts as a teacher and play director. But it has given 

us only one poor phrase to express what we feel on this occasion: Thank you' (2 

December 1971). After the party David Poole wrote to her: 

3rd December, 1971. 
Dear Miss van der Gucht, 
It was a privilege for me to be asked to your farewell party and especially so 
when you included me amongst your proteges. 

I have always admired so much what you are doing at the Little Theatre 
and if in any way it is possible to impart a little of the same spirit to the 
Ballet then I shall count it as an achievement. 

My thoughts will be with you wherever you wander and may I echo what 
so many are hoping for - that you wander back into Cape Town. 
Very sincerely, 
David. 

Just before Christmas she received a letter from the Chairman of the University Council: 

Administrative Offices 
Lovers Walk 
Ronde bosch 



20th December, 1971. 

Associate Professor Rosalie van der Gucht, 
SPEECH TRAINING. 

Dear Professor van der Gucht, 
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Your retirement at the end of this year brings to a close a period of over 
twenty nine years' service with the University. 

Your work in building up the Department of Speech and Drama is too 
well known to us all for me to stress it here. However, the one singular 
distinction which your department enjoyed, and which I believe to be 
unique in our Uruversity, was to have every one of its full-time permanent 
staff members an ad.hoc.promotee - in your own case a double 
ad.hoc.promotee. 

I am deeply sensitive of the debt the University owes you and I wish you 
every happiness and good fortune in the future. 
Yours sincerely, 
Clive Corder 

Vander Gucht replied: 

cjo I. Gerdener, 
5, Querida, 
Hope Rd. 
Rose bank. 
Cape. 

Dec. 27th 1971 

Dear Mr Corder, 
Thank you very much indeed for your letter. I appreciate greatly 

what you said & am glad that you & Council feel that my work at the 
University has been of some value. 
I have thoroughly enjoyed the many years at UCf - my work in the Dept. -
my theatre activities - & my association with students and colleagues. 
It is of course a great pride & pleasure to me to have been given 2 ad hoc 
promotions. 
Please convey my thanks to Council for the consideration & appreciation I 
have always been shown. 
I look forward to an interesting retirement & hope I shall remain active in 
theatre for some years to come. 

Yours sincerely 
Rosalie Van der Gucht 

At last she was free. 
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SEEING TilE WORLD 

In January 1973 Vander Gucht set off to see the world. She turned to the East first 

and returned to Bangkok to visit one of the surviving princesses whom her mother had 

taught. She 'was then 86 years old. Her memory was still excellent and she had some 

delightful anecdotes to tell' (The Kin& and I, Theatre programme, Nico Malan Theatre). 

Who knows if Van der Gucht did not go to Thailand to fill in her sketchy knowledge of a 

world into which she was born but from which she had been excluded; a world that had 

witnessed the lives of her parents far more closely than was permitted her as a young 

child. But as well as modem Thailand, she visited Hong Kong, Japan, Israel and Cyprus. 

Leonard Schach proved himself a most charming and considerate host in Israel, and she 

was royally entertained by cousins in Cyprus. She confided to the writer that she had 

managed to avoid any bad social gaffes in the rather grand society in which she had 

moved in Cyprus -- which is a typical and charming example of her humility. 

Summer found her in England and in November she wrote to the writer: 

I have now settled myself in London for the winter & am in Rob 
Armstrong's flat in Blackheath -- which he is kindly renting to me for 3 
months on. I have had a wonderful summer and autumn in England. I have 
really seen the country. Much of it is so beautiful & the charm of many of 
the villages is unique. I have met with great kindness & friendliness & have 
stayed with countless friends -- some of whom I hadn't seen for years. The 
Hillman Imp, which I bought and have just resold, carried me over 6,000 
miles. I haven't seen very much London theatre & must now catch up on 
what's going on here. I went to Long Day's Journey the other 
night. It is a shattering experience -- Olivier at his greatest & Constance 
Cummings superb. (9 November 1972) 

Vander Gucht's relish of all that was going on around her leaps off the page and it was 

that same relish for everything she could learn and experience in different countries that 

took her all over the world in succeeding years. 

While she says in the same letter, 'I shall be back in Cape ToWn in Feb- March (1973) 

& am going to look after a friend's house, while she is over here, from mid-April to Sept -

then I don't know what I'll do!'; it seemed that the sojourn in South Africa in 1973 
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decided her to spend her retirement based once more in South Africa, but to travel as 

much as was feasible and fun. And that's exactly what she did. She also began to give 

radio talks and speeches on her travels and what communicates most powerfully in these 

is her intense curiosity about all aspects of other cultures which she was able to see or 

experience. Of the four month trip which took her to Nairobi, Kenya, England, Canada, 

. California, Mexico and Macchu Picchu in Peru, extracts like the following from a talk 

which she gave here to Guild members is typical: 

On the 1st Sept. I left for Canada -- my objective being to travel through the 
Rockies. Unfortunately their full beauty was not revealed to me as the 
weather broke & the sun disappeared behind clouds. Perhaps if I'd 
addressed him as the· Pre Columbian Indians did "I kiss my hand to you 0 
Sun & pray you not to leave me" -- I might have persuaded him to reappear 
- but I didn't know about Inca greetings then. However I managed to see 
enough to recognize the beauty & the grandeur of the Rockies -- the snow 
capped mountains, the glistening glaciers -- the intensity of the blue water 
of the lakes - & longed for the full glories to be revealed. The wild flowers 
and varied trees were a delight & I can still visualise the extraordinarily 
vivid colours of the flowers in the Municipal Gardens in Banff. I've never 
seen such huge Iceland poppies, Zinnias -- & many other flowers we grow 
here. Apparently ground which lies under snow for more than half the year 
makes up for its incarceration by producing glorious flowers during its short 
release from winter - perhaps it too wants to show its appreciation to the 
sun & ensure his return. (circa 1973) · 

Van der Gucht was very taken with Mexico and in the same talk she says: 

The Mexic[an] & his way of life is the outcome of the fusion of the ancient 
Indian cultures & the Spanish culture --with a little bit of French thrown in 
-- & today-- of course there is also a strong influence from the United 
States. Most of the tourists come from there. 

It is a country of sharp contrasts -- I only saw a tiny bit of it so can only 
give you a few impressions. The Mexican Indians had & have a wonderful 
artistic sense with an extraordinary feeling for colour, form & an ability to 
decorate. They absorbed much "know-how" from the Spaniards .... one is 
constantly delighted by the beauty and the colour of arrangements of quite 
simple things -- for example paper flowers. I never could have imagined 
that paper flowers could look so beautiful -- & be made in such a riot of 
colour. We all know of artistic candles but I assure you you would be 
amazed at the colours, shapes, even scented candles available in a shop in 
Mexico City. Toys have a quaintness & a richness of colour hard to 
describe, & birds are everywhere. The eagle is responsible for the founding 
of the City. The Aztecs believed that they must build where they saw an 
eagle devouring a serpent. They found one perched on a cactus in the 
centre of [a] lagoon & on the islands they built their great city Tenochtilan 



179 

which was destroyed by the Spaniards but the Cathedral of Mexico City is 
built on the Great Temple of the Aztecs. · 

The Aztecs- although in control in 1521 were late comers. Civilization 
in Mexico dates back to pre- Christian times. No one knows who built the 
great Pyramids ofTeotihuacan about 20 miles from Mexico City. The 
Aztecs found them & left them untouched for the archeolo~sts to 
rediscover & interpret their functions. They are awe-inspinng -- how could 
people with no ammals & no wheels have constructed them? They were not 
tombs -- as in Egypt - but edifices for worship & on the very top the Priests 
were housed - to be nearer the sun perhaps - the sun who caused the seeds 
to germinate & enabled the humans to eat & live. (undated) 

1975 saw Vander Gucht in Southern Italy, the following year she was again in England in 

July. In 1978 she returned again to England and she visited India and Nepal. Two years 

later she visited China, and gave a series of talks about her travels on the SABC radio 

programme Woman's World (Verster, letter, 9 February 1981). Again, her preoccupation 

with how cultural forms and everyday life reflect each other is most striking -- as we see in 

the following paragraphs from Talk 1: 

Most of the cities in China have beautiful parks with lakes. They are always 
full, at least in the summer, with families boating, swimming, picnicing or 
strolling in the sunshine; and children are often busy playing ball games. In 
the early morning, between 6 and 7 am the parks are filled with people 
doing their exerCises. We enjoyed strolling among them-- watching Karate 
or fencing with flat, blunt-edged swords, or couples playing cup and ball. 
But the most interesting of all was to watch those immersed in Tai Ji. Tai Ji 
is a system of exercisin~ which the Chinese have known for nearly a 1000 
years. Originally praCtised by the monks, it is now used as part of a fitness 
programme for the old and young. 

It is fascinating to stand in the early morning, the sun just rising and watch 
the slow, rhythmic, stretching bodies. There are over a hundred movements 
to learn -- each one slowly meltmg into the other. Passers-by may form a 
group-- working with an instructor. Nobody minds. One just follows as 
best one can and becomes as absorbed as every one else. 

Many like tQ do their Tai Ji alone in a quiet spot - underneath a tree 
perhaps - where nature and the slowly moving body seem as one. In 
Peking however, from our bedroom window my friend took a photo of a 
man on the pavement -- lost in Tai Ji -- completely oblivious of the crowds 
on foot and on bicycles hurrying past him. (circa January /February 1981) 

However not all Vander Gucht's trips were for 'sight-seeing' only. The trips she made to 

the United Kingdom at least every second year were also made to strengthen 

relationships with the family and friends she had there. These familial bonds were 

enormously important to her and she took an intense interest in the doings of her cousins 
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and their children and even childrens' children. The same loyalty that she had shown to 

her professional commitments and colleagues she of course showed to her family who -- it 

seems -- were quick to appreciate her worth. 

Vander Gucht was able to integrate the eXperiences of her travels into her world view 

and find meaningful links between cultural forms, ways of life and belief systems. In the 

talk she gave to the Guild on her travels in Canada and Mexico, she ends by saying: 

And so - these ancient civilizations are a reminder of what the Past 
achieved, how transient are our own wonders --

Time present is time future --

"The past is always present . 
The duration of the rose & the duration of the Yew Tree are one."3 

RETIREMENT--VAN DER GUCHT STYLE 

After her year abroad when Vander Gucht returned ta Cape Town in March 1973 

Professor Robert Mohr had the insight, good sense and charm promptly to invite her to 

return to·the Little Theatre to direct a play in honour of the Tercentenary of Moliere's 

death. Vague protestations which she had made to the writer directly she retired -- to the 

effect that she was going to find work in entirely new fields -- were thus shown to be 

flimsy. She accepted the offer and chose Tartuffe -- the first full scale, thorough-going 

comedy she had directed since 1946. And it was clearly no mistake, the production was 

extremely amusing, the satire pointedly sharp yet applied with the lightest touch by the 

director. Owen Williams wrote in his Argus review: 

The Moliere style looks easy and is difficult. Moliere, of course, was 
essentially a man of the theatre, what came to be known as an 
actor /manager except that he wrote his own plays ... 

He knew, obviously, what style he was aiming for, which is something 
formalised and precise after the fashion of the day, yet with a sort of wry 
and robust humanity breaking through, while always under tight control. 

This style, this dialectic contract, Professor van der Gucht exactly 
captures. With this she cleverly combines unobstrusive touches of local 
satire, which are quite in the manner of Moliere -- the David with loins 
discreetly draped, Madame Pernelle's hat which could grace any local 
opening of Parliament.4 (26 June 1973) 
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Moreover the production had an unfunctional, impish sense of fun that gave those 

audience members who watched Vander Gucht's work closely enormous pleasure: it 

could only mean that she was in tune with a delightful sense of the ridiculous. 

Immediately Tartuffe was staged Vander Gucht stepped into another role-- well 

captured in a newspaper report: 

New theatre role for Vander Gucht 
"Tenez la musique a cet 'pitch'!" boomed the director to the stage manager. 
"Hold the music at that level," echoed a woman's voice. 
"Alors, nous commencerons encore ... " 
"Start again-please, actors." So it went on for a whole morning. 

On stage at the Nico Malan a rehearsal of Moliere's "The School for 
Wives" - in English -was under way. In the centre of the auditorium two 
figures were just visible in the darkness: French director Monsieur Edmond 
Tamiz, giving instructions in his own language; sitting next to him Miss 
Rosalie Vander Gucht, former head of the speech and drama department 
at ucr, translating word for word. 

How did Miss Van der Gucht, retired from her theatre life for two years 
and approaching her 65th birthday become involved? 

"When Capab decided to put on this play, the cultural section of the 
French Foreign Office arranged for Monsieur Tamiz .... The only trouble 
was he couldn't speak any English. I was asked if I could help," she told the 
Cape Times. 

In his address at her memorial service, Donald lnskip recalls this incident: 

Rosalie's response to this was characteristic. She said, in that very personal 
voice of hers, 'Oh Tamiz won't want to have anything to do with an old 
maid like me!' 

I said, 'Well I don't think you are right in this, and in any case you are not 
an "old maid" as we understand it and there are no other "old maids" like 
you even if you were. So just go in and do it!' 

With her clearsighted, realistic view into everything she matched up with 
Tamiz marvellously; neither of them had an ounce of sentimentality about 
them .... and Tamiz got to be great admirer of hers and they became very 
close friends. (15 November 1985) 

The Cape Times report continues: 
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Watching her during rehearsals, one can see why. Cool, unflappable and 
with a vast knowledge of the theatre, she manages to achieve the 
impossible. 

Tamiz ... is a typical Frenchman who looks younger than his 50 years. A 
former clown, cabaret star, actor and dancer, he doesn't miss a tnck. 
According to Miss Vander Gucht he's observant, very perceptive, and 
quick to notice potential and personality .... 

The dynamic little director and the tall, bespectacled former professor, 
are a complementary couple. How are language problems sorted out? 
"I rarely speak French these days, but I was half-educated in France so have 
no difficulty in understanding. I'm inclined to muddle my tenses, but I 
always know what Monsieur Tamiz means." 

As assistant to Monsieur Tamiz, Miss Vander Gucht has found [his] 
experimental ideas fascinating. "One should never be afraid of trying 
something new, while at the same time trying to keep the author's spirit 
alive. Today's actor mustn't concentrate solely on experimentation, 
however. He should be cultivated and well-educated, capable of playing 
any role. The classics -- like this play -- are important for learning the 
basics of technique." 

Through the work of Tamiz, many of Vander Gucht's fundamental beliefs about the 

acting profession were thus affirmed. Here was a fashionable director whose work she 

found entertaining and thought provoking; and he needed her -- as did the cast! The 

experience renewed her faith that she had something special to contribute and the 

knowledge seemed to be the very springboard she needed to bounce with all her old 

enthusiasm and eager drive into a second career: being a professional play director. 

Spontaneously, effortlessly and easily (it appears) Vander Gucht was invited to direct 

more and more plays in all parts of the country. As this happened she evolved a whole 

new life style.5 She established a base for herself in a bachelor flat in 'The Byways' 

Claremont which was tiny enough to be easy to run, she set herself to learn to cook and 

then she would jaunt off overseas-- to see friends and relations (mostly in England), or 

old temples and suchlike in more remote parts -- secure in the knowledge that she had to 

be back because she was needed to direct this or that play for this or that group. 

When she returned from abroad or up country there were her many friends and her 

numerous old folk, for whom she cared, to be visited and taken to the hairdresser and 

cheered up. Then there were all the new plays that were staged to see; and monthly 

meetings of Theatre for Youth and the Speech Guild and the Soroptimists and the 

English Academy to attend and their policy decisions to keep up with; as well as past 
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students and theatre colleagues to meet for tea, or lunch or a drink or dinner -- before 

she flew off to adjudicate a SACEE Drama Festival in Pretoria (1975), a Play Festival in 

Fishoek (1978) or Swaziland (1979), or contribute to the UCf Summer School on 

Shakespeare6, or examine students in her old Department (1975/1985), or for Unisa by 

correspondence (1983), or the Amstel Playwriting plays (1978), or the Grahamstown 

Festival to attend or simply a short holiday to take and some cricket or birdwatching to be 

enjoyed. 
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8. PLAY DIRECfQR EXTRAORDINAIRE 

One of the reasons why Vander Gucht did so much directing is because 

(characteristically) she did not consider herself too grand to help inexperienced or poor 

organizations if they needed her. So in addition to directing for the Baxter Theatre, The 

Company of Four and the Performing Arts Councils, she also directed for Bergvliet 

Amateur Dramatic Society (The Lark, Anouilh, 1974), the Space Theatre (Three's 

Company. Labiche, 1974), The Centre at StGeorge's Cathedral (Nativity. Ferguson, 1975 

and The Davidson Affair, Jackson, 1985), the UCf Dramatic Society (The Merchant of 

Venice, Shakespeare, 1977) and the Speech and Drama Departments at UCf, the 

University of Natal at Pietermaritzburg (The Sea~ll, Chekhov, 1980), and Rhodes 

(Richard Gush of Salem, Butler, 1982).1 

Play selection 

The range of plays which she directed is also intriguing, for apart from the quantity of 

Chekhov, the number of comedies is striking. Prior to her mother's death and her 

retirement, the only comedies Vander Gucht had directed were Sheridan's The Rivals in 

1955, scenes from some of Shakespeare's comedies; and the odd play which could be 

classed as amusing. Whereas in the seventies she directed seven comedies or farces -

perhaps because life was now a great deal more fun.2 

In keeping with her intense interest in people, places and cultural forms of all kinds, 

Van der Gucht also liked to do plays that informed. So when she directed D H 

Lawrence's A Collier's Friday Ni~ht for CAPAB at the Hofmeyer in 1974, she directed 

Lorenzo (a compilation on the life and works of Lawrence by Graham Pitt) at the same 

time as a lunch hour reading, with the same cast members performing in the same set. To 

assist her audience's understanding of Joan of Arc for her production of The Lark she 

provided extensive historical notes in the programme. In her 1975 production of 

Priestley's Time and the Conways, not only did she train the young cast so that they 

successfully faced the huge acting challenges -- of which W S Kaplan writes in The Ar~s: 
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Without exaggerating either movement or voice, Professor van der Gucht 
achieved that essentially British confidence that is born of class -- or lack of 
it. 

Every member of the cast -- all ageing over a period of 20 years -- acted 
with the same sense of involvement that gave the impression more of a 
personal statement than theatrical dialogue. (19 June 1975) 

Vander Gucht also concerned herself with time as a metaphysical issue and this informed 

her production with conceptual meaning. 

People who fought for what they believed in, or who were undone by their own frailty, 

were the subject of plays that she directed; like Nora in Ibsen's A Doll's House, Beecham 

in the play by the same name, Wilde in The Importance of Being Oscar, and the name 

part in Butler's Richard Gush of Salem. 

Van der Gucht never felt the confidence or inspiration to write a play, but she did her 

best to encourage others to try; and she was willing to give advice to potential writers and 

practical help with staging new works. In this light it is interesting to read her programme 

note for her production of Ambrose Brown's The Sto:ry of an African Farm. 

All over the world durin~ 1975, as most people know, the status, 
achievement and disabilities of women have been the subject of 
Conferences, Exhibitions, Manifest0s and Celebrations. Peter Curtis, 
Artistit Director of CAP AB's English Drama Company decided that 
women should be given their say, so to speak, in the Theatre. He therefore 
planned that CAP AB's final three productions ... this year should be ... 
Ibsen's A Doll's House, Olive Schreiner's The Story of an African Farm ... 
and Shaw's Pygmalion. The interesting thing is that these three plays were 
all Written before 1914 and foresaw the struggle women were about to make 
to establish their own identities. 

I am privileged to have directed A Doll's House and The Story of an 
African Farm. It is quite fascinating to find how much Nora and Lyndall 
have in common. Both discover that their lives are only lived through men 
and that only through education can they "free" themselves and become 
individuals in their own right. 

A Doll's House is of course, one of the great plays of the world -- and is 
not primarily a play about women's rights -- Olive Schreiner's novel is 
considered by many as one of the great books in English and is certainly a 
landmark in the development of South African writing. Again, Lyndall's 
determination not to be dominated by a man is only a small part of the 
novel. 

It is a huge task to try to convey something of this work in the form of a 
play .... 
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To try to realise Mr Ambrose Brown's dramatic conception of Olive 
Schreiner's writing -- incidentally every word spoken comes from the book 
or from her letters (nothing has been interpolated by the dramatist) I 
decided to essay an "open staging" production -- with an abstract set, using 
sound and lighting to point the episodes. This, I hope, will help to establish 
the 'dream' quality, keep the act10n flowing and highlight the concepts of 
the play. 

Rehearsal period is full of discoveries and experiment -- the actors have 
challenging roles -- so much has to be conveyed in short, sharp scenes. We 
hope that we will succeed in stimulatin~ the interest of the audience and 
bnng to life the essence of Olive Schremer's African Farm -- as conceived 
by James Ambrose Brown. 

Van der Gucht came to the assistance of Peter Krummeck and directed his stage version 

of Lloyd C Douglas' novel The Robe in the Baxter Concert Hall in 1981. Even her 

experience could not make it wholly successful. The newspaper reviews and Krummeck's 

letter of appreciation tell enough of the whole story for the reader to appreciate that Van 

der Gucht tried. Garth Verdal wrote in the Ar~s: 

Probably the most remarkable aspect of this production is that Peter Krummeck, 
the leading light behind Compass, should ever have selected The Robe for 
presentation . 

... Apart from the banality of a lot of the dialogue -- it's vintage Hollywood cliche 
out of the Biblical epic paperback literary bag -- it falls with a dated thud right 
between two stools, the commercial box office and serious theatre. 

For all my reservations about the banal language ... the cast, and director Rosalie 
van der Gucht, deserve considerable praise in tackling and handling this unusual 
production as well as they have. 

Director Vander Gucht ... has given The Robe a clean, simple, uncluttered look 
which complements its language and characters. The production flows .... (3 April 
1981) 

After it was all over Vander Gucht received heartfelt letters of appreciation from cast 

members -- none more so than Krummeck who wrote: 

14th April1981 
My dear Rosalie, 

Your expression of faith in me and in what I am trying to do has been an 
inspiration that I know will support me for years. And the fact that you 
were prepared to manifest this faith, not only by means of the unstinting 
dedication of man-hours, but also through such generous financial help, has 
moved me very much. 



187 

We both knew at the outset that it was a difficult project-- only you knew 
~ how difficult! Through working on it, you have conveyed some of this 
to me and I know that I have learned a great deal from the adventure. 

Special love 
Peter 

Directin~ Chekhov 

Van der Gucht is however best known for her direction of Chekhov, where it is the fine 

grain of the relationships between people which are musically and gently revealed. By the 

time she retired from UCf she had directed all the great Chekhov plays-- The Cherry 

Orchard (1944), Uncle Vanya (1963), The Sea~ll (1968) and Three Sisters (1970). 

During her 'retirement' she directed most of them again, particularly enjoying those which 

she directed for PACOFS. At that time Johan Bernard, a past student of Vander 

Gucht's, was Artistic Director at PACOFS and he set up the kind of environment in which 

she worked very happily. She deliberately chose to introduce Bloemfontein audiences to 

Chekhov through the early play The Wood Demon. and says in the programme note: 

Chekhov turned to serious playwriting when he was already well known as a 
writer of short stories and of ... short farces as ''The Bear" and ''The 
Proposal". 

''The Wood Demon" was his first attempt to write a full-length play 
employing a new technique -- one that was completely different from that 
used for the conventional, romantic comedies of the period. Chekhov said 
that people had meals, suffered from ailments and disappointments in life -
so why could they not be shown doing so on the stage? ... 

''The Wood Demon", in the past, has not been performed often. The first 
production on 1889 was a failure .... In the meantime Chekhov had written 
"Uncle Vanya" which incorporates much of ''The Wood Demon". It cannot 
be denied that "Uncle Vanya" is the masterpiece where Chekhov's full 
powers as a dramatist are revealed.... . 

However, for playgoers, particularly those not very familiar with the 
dramatist, ''The Wood Demon" may well provide a more relaxed, 
assimilable evening of theatre than one of the later plays. There is much in 
it which is relevant to South Africa today -- and many situations with which 
we are familiar -- the outdoor meals and picnics; the importance of trees 
and afforestation; the dangers of despoiling the land; the problems of 
isolation; the frustration of unfulfilled people; the concern with moral 
values and the "demons" within human beings. 

I have tried not to make this production particularly Russian. I hope to 
have stressed the universality of Chekhov's characters -- his humanity, his 
compassion, his hatred of waste (whether it be of endeavour or land) and 
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his ability to make us see that we are often absurd -- our preoccupations 
ridiculous, that it is a good thing to be able to laugh at ourselves. Above all, 
however, I hope you will enjoy an evening of good theatre entertainment, 
which is what Chekhov would have wished. (31 July 1975) 

The warmth and enthusiasm the cast felt for this director from Cape Town is very evident 

from their letters and cards of appreciation -- and no doubt went some way to ensure her 

return visit. When she returned to direa: The Cherzy Orchard in 1977, she took Babs 

Laker from Cape Town to play the lead, and she wrote of that play: 

In 'The Cherry Orchard' life is presented in its comic as well as its tragic 
el~ments. It has been said it is a tragic play -- presented in a series of comic 
scenes. Certainly Chekhov never fails to show the comic or absurd side of 
the characters as they struggle with their 'miserable mixed-up lives'. 

It is the brilliant use of comedy, tragedy, lyrical beauty and symbolism 
such as 'the breaking string' (or the cherry orchard itself) woven together to 
form an intricate pattern which gives the play a cosmic force. 

The universality of its theme -- the passmg of an old order and the 
beginning of a new one -- makes 'The Cherry Orchard' today as 
contemporary and immediate as it ever was in the past. (9 August 1977) 

Van der Gucht returned again to Bloemfontein to direct Three Sisters in 1978, but 

before that in 1976 she had done the play, translated into Afrikaans by Robert Mohr, for 

KR UIK; and at that time she wrote a newspaper article: 

Russians, I believe, find it hard to understand his [Chekhov's] popularity in 
the West. To them he is so essentially Russian. 

I consider that South African actors-- particularly perhaps those with an 
Afrikaans-country background -- play Chekhov with more ease than British 
actors. 

They understand the vast open spaces, the isolation of small towns, the 
endless picnics and outdoor meals, the long drawn out goodbyes, the 
sudden bursts of emotion, the boisterous fun and talk, the quick changes of 
mood. 

Playing Chekhov imposes a strict discipline on the actor. His 
concentration has to be intense. Chekhov does not reveal his intentions 
through what the actors say -- it is what they hide by their words or actions 
which is of importance. It is the interplay - the odd ·glance, gesture -- the 
pause, fraught with meaning, the unconscious drifting movement which are 
significant. 

Chekhov is not a literary dramatist. It is very difficult to read him as one 
can read Ibsen. [He] reveals himself only in action and it was not until he 
was interpreted by Stanislavsky at the Moscow Art Theatre that his true 
greatness was revealed .... 
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''Three Sisters" is probably Chekhov's greatest play and certainly the one 
most frequently performed. There have been many memorable productions 
of it. 

I, for one, will never forget Michael Redgrave as Tussenbach [sic] in 1938, 
in London. 

Every time one comes to a play (this will be my second production of 
''Three Sisters"), one makes new discoveries -- often revealed by the actors' 
personalities. 

There is nothing permanent, nothing definitive in the way to do them. It 
is a matter of trying to penetrate and reveal Chekhov's great understanding 
and compassion for humanity. 

If an audience can laugh with, and at, the characters, cry with them, pity 
them, be irritated by them -- that is what Chekhov wanted. 

He is ambivalent -- the motivations of his characters are often obscure. 
We observe them -- but just as we don't always understand what "makes 

people tick" in real life - so we don't always understand the people in 
Chekhov's plays. But they are always intensely human and recognizable. 
They are universal and because of the fundamental truths expressed 
through them by_ Chekhov, they are as alive today as they were when he 
created them. ( 1976) 

The last Chekhov play Vander Gucht directed was The Seaitill in 1980 at the University 

theatre in Pietermaritzburg. This was the only time she ever produced in Natal and 

judging by the reviews, it was very successful. 

THE CHARACTERISTICS OF HER DIRECTING 

In documenting Vander Gucht's contribution as a director-teacher in the fifties, 

certain thrusts to her work were clearly apparent. We noticed that she upgraded the play 

selection of the Department firstly by directing Shakespeare's plays, and secondly by 

seeing to it that her students had opportunity to act in a representative selection of other 

classical plays and those by major working dramatists. She increased Cape Town's 

theatrical sophistication thereby, and by innovative productions such as The Good 

Woman of Setzuan and The Oresteia. Then again, by her insistent emphasis on the 

professional discipline and technical expertise of the actor -- leading by her own example -

- she turned the Department of Speech Training and Dramatic 1\rt into a formidable 

training school for the theatre. 

Now, what was it that characterised her work as a director during the sixties and 

especially after her retirement from the University of Cape Town? Drawing upon first-
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hand observation, the insights of some of those she directed and worked with, and the 

critical reviews she received, certain underlying qualities emerge in clear outline and give 

us opportunity to study Vander Gucht's artistry as a director. Even though she worked 

with so many professionals, she nonetheless still used her directing to teach, and it is the 

artistry of her directorial skill which inspired her casts. 

Research 

The first principle of her work was, as David Haynes said to the writer: 

The thing about Van is she cared enough about the play to do her 
homework. When we did The Crucible she was very well versed about the 
actual Salem trial records, and she had read an enormous amount about 
hysteria; she could help you with a lot of information at her disposal. 
(Interview) 

Babs Laker made the same point. By way of example she recalled: 

One day we walked into the Sterrewag Theatre to start the rehearsal [of 
The Cheny Orchard] and found Van on the floor in the middle of the stage 
with maps spread all around her, and when we went closer to find out what 
she was doing she said: 'I've got to get my Geography right!'. She wanted to 
know how long it would take to travel from Paris to Lyuba Andreyevna's 
estate in the Russian countryside by train and coach. 
And before I was even allowed to start studying the part she sent me to the 
library saying, 'You've got to do reading up, there!'. (Interview) 

Mavis Lilenstein put it like this: 

She could tell you the whole history of serfdom, the poverty and the famine 
in the Russia of those days. She didn't have to bullshit about anything -
people bullshit because they don't know what they are doing. She knew 
exactly what she was doing. (Interview) 

The sta~n~ must be appropriate 

On the level of physical staging of a play (the set, lighting and costumes), Vander 

Gucht felt herself to be utterly ham-fisted. Mavis Taylor related how, if you designed for 

her and described a setting, or showed her a ground plan, she would be unable to visualise 
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the stage (Interview). So, as Stephen de Villiers pointed out, 'what she did not 

understand she left others to do' (Interview). He describes her approach to the setting -

when he worked with her -- thus: 

We'd go through the necessary constraints quite carefully, such as: 'There 
must be a door here, a window there ... ' etc.; and then she left me almost 
entirely to myself. Initially I found it difficult that she didn't have a design 
in her head and left it up to me. However she was interestin~ to design for, 
because underneath all this 'not knowing' there was a strong Intuitive grasp 
of the possibilities of the colours and shapes you designed for her. 

She Insisted on being consulted in the process and knowing how the thing 
was going. She was a good mana~er in the sense that she would visit the 
workshop and see it coming together. 

She did have an eye for certain aspects of design. I had a dresser made 
for The Crucible and I had used realistic proportions, and Van came in to 
the workshop to have a look at it, and said it was far too big; and Samsodien 
had to cut it down and make it fit the stage-- and she was right. 

She wasn't much given to changing the design because that would be very 
expensive-- she was very practical. (Interview) 

She was also meticulous about the appropriateness of things however, and here the 

breadth and depth of her knowledge comes into play. Miss Laker recalls the costume 

fittings for The Cherry Orchard, when her character (Mme Ranevsky) was fitted with a 

long cloak for one scene, and Vander Gucht dismissed it with a 'That's got to go! She 

[Mme Ranevsky] couldn't possibly ride around in that for so long!'. And then again about 

a velvet outfit Vander Gucht declared in outrage: 'She [Mme Ranevsky] wouldn't 

possibly have worn real velvet [of those days] and sat outside on a bench!' (Interview). 

Vander Gucht's intense interest in cultural history tripped up her co-workers time and 

again. Sometimes she could become quite scathing. When Miss Laker arrived in 

Bloemfontein for rehearsals she heard a story about Vander Gucht's last visit-- to direct 

Anouilh's Rin~ Round the Moon --which she related to the writer with relish: 

They [the wardrobe staff] told me that they were just busy with a costume 
fitting in the wardrobe. Jamie Crawford had a small part [Patrice 
Bombelles], and he had Ion~ hair, and she told him: 'It's got to go'. Jamie's 
response to that was: 'I'll thmk about it'. 
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Here Laker broke off from narration to impersonate Vander Gucht for the writer. She 

played for me: Van der Gucht pacing the floor of the P ACOFS wardrobe thoughtfully and 

running her fingers round the inside qf her belt as she characteristically bent her head in 

thought. Then 'Van der Gucht' stopped and faced Crawford squarely -- with all the 

slightness of her elderly body- and interrogated him in a loud voice: 'WHO DO YOU 

TillNK YOU ARE -- MOSES?'. The story goes that Crawford -- the son of her old 

colleague Joyce Burch-- phoned her sometime afterwards and they made peace (Laker, 

Interview). 

Leadership quality 

To those who actually designed and built the sets, rigged the lighting, made the 

costumes, properties and wigs however, Vander Gucht was generous and heartfelt in 

expressing her appreciation, and not at all slow to give praise where it was due. Thus she 

earned the loyalty and unstinting service of exceptionally talented theatre workers - such 

as Cecil Pym who tended the workshop at the Little Theatre for much of Vander Gucht's 

headship, and Helen Rooza who was Wardrobe Mistress there for almost as long; to 

name only two. When Mrs Rooza retired in 1976-- five years after Vander Gucht- Van 

der Gucht sent her a present, and in her letter of thanks Rooza wrote: 

'Over the years I've always enjoyed working with, and for, you. I hold you in 
very high esteem, not only as a director, but as a person and friend .... 

God bless, and keep in good health. Remember, as a fellow Scorpio, to 
keep your sting polished ... (2 May 1976) 

Mavis Lilenstein explained that Vander Gucht got to know of her enthusiasm for Stage 

Management when she was working for David Bloomberg's Barn Theatre in the early 

sixties, and Van der Gucht rang her and asked, 'Would you like to come and stage 

manage Uncle Vanya for me?'. Thereupon followed a seven year association of Lilenstein 

with the Little Theatre as a stage director/manager (Interview). They met up again-- as 

colleagues-- at PACOFS. Says Lilenstein: 
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For years I called her 'Miss Van'. When she came to Bloemfontein in 1975 
she said, 'Enough of this "Miss Van", call me Rosalie'. 

She put Chekhov into p,erspective for me. I said to her, 'I can't read 
Chekhov!', and she said You must read the subtext'. 

She professed an interest in African art [while in Bloemfontein] and so we 
drove to see these Bushman rock paintings in a cave in Lesotho and on the 
way we stopped for a picnic lunch. We spread the blankets, put down our 
picnic baskets-- we all had our sun hats on-- and Van cried, 'Oh, this is 
right out of a Chekhov play!'. (Interview) 

Later still, Ulenstein stage-managed for Vander Gucht on productions at the Baxter. On 

the first night of Beecham, Ulenstein received this card: 

My dear Mavis 
How lucky I was-- or rather am to have you as stage manager. 
Thank you for all your help, efficiency, resourcefulness & patience! I rely on 
you!... 
I hope you enjoy the rest of the run & that all goes well tonight. 

Love & Thanks 
from 
Rosalie (July 1981) 

We know that she meant what she said because Ulenstein has several like this. For The 

Importance of Bein~ Oscar, Vander Gucht had copied out the following quotations on 

the left, and her message was on the right hand side of the page: 

"Anything is good that stimulates thought" 
Oscar Wilde in Court. 

"Monarchy, Anarchy & Republicanism may contend for the government of 
nations, but a theatre should be in the power of a cultured despot." 

The Truth of Masters, 
Oscar Wilde. 

To dear Mavis--
As always steady as a rock, always helpful, always dependable -- someone 
on whom I always lean. 

It's been such a happy time workin~ with you again. 
A big thankyou & lots of love, Rosalie (May 1984) 

It is difficult to know whether Vander Gucht considered herself or Ulenstein as the 

'cultured despot', but it is not hard to see how she inspired loyalty. 
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Working with the cast as a ~oup 

In the sixties and seventies many of her productions had large casts and she was at 

pains in such cases to see that an equable, constructive working environment and group 

was created. During the TrQjan Women in 1965, from the moment the rehearsal was due 

to start and Vander Gucht would come walking briskly into the Little Theatre and place 

her basket of tea -- complete with checkered napkin -- on the stage apron, a courteous, 

convivial rehearsal atmosphere was established and everybody in the cast knew that they 

were subject to the same discipline. Her tendency to disregard theatre heirarchy, or 

'fame', and treat each person as seriously as the next, considerably reduced the tension to 

which high expectations -- on the director's part -- can give rise. Most of her large casts 

thus functioned effectively as a group. This was markedly the case in The Trojan Women 

and The House of Bernada Alba (in both of which the writer played); while Haynes says, 

'The Crucible was an ensemble production, with a wonderful sense of group commitment' 

(Interview). 

Chris Truter relates that while directing Drie Susters for KRUIK in 1976, Vander 

Gucht became so caught up with explaining ideas and motivations to the cast that she 

overran the customary tea time -- which was pretty well unheard of. The cast began to 

mutter 'Tea' quietly under their breaths, becoming increasingly audible as their thirst 

grew more pressing, until Liz Dick appointed herself the group's spokesperson. 'Professor 

we normally have tea at this time', she pointed out. 'For heaven's sake people, you wont 

die without tea!' declared Vander Gucht (Interview). 

Zoe Randall, who was directed by Vander Gucht in A Delicate Balance and QlQ 

World at the Baxter, told of a particularly difficult rehearsal phase: 

I can remember one rehearsal of A Delicate Balance; we were struggling 
away -- it was a Monday rehearsal I think -- and she waltzed in with an 
enormous paper bag, and sat down to watch proceedings. And when we 
sort of ran out of steam, Rosalie suddenly called from the auditorium, 
'Would anyone like a fig?' It was such a relief! From that moment on the 
whole thing relaxed, and in that mood we managed to sort the scene out. 
(Interview)· 
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James Blanckenberg recalled being directed by Vander Gucht in Sophocles' Anti~one 

in the Oude Ubertas Amphitheatre at Stellenbosch: 

The young cast were dragging themselves round the set -- being all droopy 
with the heat; and I remember her so clearly -- in that ridiculous sun hat -
hopping up and down those little steps absolutely tirelessly all day; looking 
so cormc! (Interview) 

And of the same process Dorothy Gould said: 

She was incredibly supportive of her cast and just so caring-- Van was like 
'one of the group'. Initially we rehearsed in the quadrangle at Hiddingh 
Hall in the sun-- and it was January-- and Van was out there with us m her 
sun hat ... it's that humanity that made her vision full. (Interview) 

Searchin~ for meanin~ 

Yet within the 'no nonsense' atmosphere that she set up, she could often appear to the 

newcomer to her direction -- alarmingly vague. I remember being thoroughly 

disconcerted at the first rehearsal of The House of Bemada Alba. The requisite number 

of cast were there and Vander Gucht signalled us to commence reading the play, 

stopping now and then to comment upon this or that and what the players needed to 

achieve in performance, but she had not as yet allocated the parts. I thought she must 

have forgotten, and it was only my awe of her that forestalled me reminding this 

experienced director that she had yet to cast. Finally towards the end of the evening she 

said words to this effect: 'I rather thought N-- might play this part, and M-- this ... and 

we'll see how that works out; would that be all right?' she enquired. And a thoroughly 

rattled cast made their way home. Surely, I thought to myself, someone as experienced as 

Miss Vander Gucht knows who should play what! It was three or four rehearsals before 

she finally said: 'Yes, well, perhaps we'll stick to the parts played tonight'; and we could 

all breathe freely again. Of course it was exactly that focus on the 12}u, its issues and 

Bemada's family, that she had wanted from this very inexperienced cast-- rather than any 
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luxuriating in having been cast in a part -- be it large or small! It was a lesson that put this 

self-important young aspirant's stage pretensions thoroughly into perspective. 

Moreover she seldom referred to notes in rehearsal; rather when she was blocking 

moves she would wander round the stage -- and enquire of the actress if she should not 

move in this sort of direction ... ? Laker recalls her blocking The Cheny Orchard: 

She led you, she didn't sort of 'dominate' the scene. She'd say, 'I think we'll 
have a couch there, .. and maybe a chair there .. .' She looked vague in the 
beginning -- I was completely flabbergasted -- but she motivated everything: 
now I know everything will fall into place. (Interview) 

Of the same production Mavis Lilenstein recalls: 

She was also very vague. I remember one time she was blocking and she 
said of the character: 'He must sit on that chair there .. .' 

'There isn't one there',I said. 
'Well, put one there',said Van, 'I don't care how!' 
If she said something her cast knew it was the right thing because she 

understood the plays she was doing. I remember her saying once, 'I want a 
bit of ''boo-hoo" here please'. (Interview) 

It is possibly accurate to say that the customary mode in which she conducted the early 

rehearsals was in a spirit of enquiry. She would enquire of the actor if they thought they 

'could move over to the door, there?'; and in many instances this looked very vague, but it 

was generally because she was thinking and listening; in other words, paying attention to 

the inner life of the play. Stephen de Villiers watched her direct the many plays that he 

designed for her and he said: 

Her mind was admirable: she had an incisive and very analytical way with 
people -- you would never have expected it unless you knew her better. I 
was always amazed at the transformation that took place in rehearsal; it was 
always confused in the process and she seemed to be fiddling around, and 
come opening night the whole thing had come together. 

'Try this', she would say and, 'No No!' if it didn't work ... she had an 
intuitive directness of perception -- she knew who she was and what she was 
doing. 

She had artistic honesty: as rehearsals advanced it would all be cleared up 
and worked out in her own mind. She never did anything for show. 
(Interview) 
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Movement and blockin~ 

It is clear from the reviews of plays already quoted in this text that Vander Gucht 

could move a chorus so as to fully support the sense of the text and increase its meaning. 

Concurring with de Villiers's comments above, her stage movement, for all her apparent 

vagueness at the outset, tended to be uncluttered, appropriate and implicit with the inner 

life of the play. In the same way as she went for the 'the sense of the sound and the sound 

of the sense' in the vocal interpretation of text3, she used movement to reveal firstly the 

plot, and secondly -- and more significantly -- the relationships between the characters on 

the stage with a sureness of touch, a three-dimensional quality, and a fine sense of rhythm. 

There was nothing forced, or 'stagey', or overstated in the stage picture, rather it 

supported the meaning. 

Motivatin~ the action of the plot 

Vander Gucht saw to it that the concrete situations in the play were logically and 

authentically realised in the stage action [as well as in the physical setting]. When she 

directed Hay Fever in 1973 at the Little Theatre-- as a farewell production for Donald 

Inskip who was retiring -- she took pains to explain Britain's socio-economic situation in 

the mid-nineteen twenties; and far from allowing the cast (many of whom were extremely 

experienced) to adopt a veneer of 'the roaring twenties', she made us understand why and 

how the period won that name, and precisely how sensitive each charac~er would have 

been to the fashion of the day and the mood of the time; then we had to look at the 

British class system and place our characters correctly in that heirarchy, and then examine 

the conventions of a theatrical family within all the above; and so finally place our 

characters in the Bli~ses' country house over a weekend! There were no short cuts. 

Then she had the ability to go to the heart of the characters and assist the actors in 

realising them without fuss or affectation, because her appraisal of characters in a play 

was like her appraisal of people: straightforward, honest, and unsentimental; and always 

supported (in the case of plays) by evidence from the text. 
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Ron France started acting at the Uttle Theatre in the mid - sixties and played in The 

Sea~mll and Three Sisters for Van der Gucht prior to her retirement. He said: 

Many of us [actors] when we first come to Chekhov we think, 'how prosaic! 
how mundane!' I came to Chekhov totally unversed, and my attitude to 
interpretation was: 'Well, that's it, .thaf.s. how it must be said'. I was very 
tendentious and knew what I wanted to do with every speech -- in other 
words I made every mistake in the book! And I had to be stopped, and 
V andy did that. 

Vandy introduced me to the notion that there is ten percent of Chekhov 
on the surface and ninety percent underneath. She would suggest the 
surface reading and then thoughtfully and tactfully suggest other readings -
other nuances. Thus she 'un-made the bed' and introduced me to the 
essence of Chekhov, which is ~ -- the feelings running between people -
-and on the actor's part, a willingness to become vulnerable which is so 
important. (Interview) 

Negotiating with the cast to find the meaning 

Not that she told her actors how to interpret; far from it; rather she listened to what 

the actors were trying, asked questions and made suggestions and then gave the actor the 

space, time and -- most of all encouragement -- to get on and try things. Zoe Randall 

suggested that: 

It wasn't until she retired that her creative talents flowered. When she was 
freed from dealing with students and was working with 'grownup' mature 
actors, she suddenly found she could ~et the sort of results she had always 
been aiming for. You see, it's my bebef that the greater the actor the more 
the director can get out of them. She had great empathy. (Interview) 

James Blanckenberg played the blind Tiresias in Antigone in 1979 at Stellenbosch and he 

recalled: 

While we were blocking Antigone, Van spent a long time wandering around 
the stage with me at her elbow-- since she wanted,Tiresias to enter in a sort 
of long 'meander'. But I was not sure that this was appropriate and Van 
noticed my uncertainty and said, 'Jimmy you don't look happy'. So I said, 
'Miss Van der Gucht, I've spent a lot of tlme walking around this campus 
with my eyes blindfolded, arul my aunt has taught the deaf and blind, and I 
happen to think that the blind take the shortest possible route to arrive 
somewhere'. And without a pause she said, 'Wen my dear, then you'll walk 
in a straight line'. (Interview) , 
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Gould played the name part in the same production and describes what being directed by 

Van der Gucht was like for her: 

She left me totally alone! I was hoping she would direct me more clearly -- I 
felt as if I were working in a vacuum and quite hurt! But somehow between 
that and when we opened I got to admire her more and more and so I 
trusted her. 

I was forced-- as it were-- into taking responsibility for my portrayal. It 
was clear that she accepted that I would work as a professional [where 
~ of the cast were students] whereas if I had been more 'looked after' I 
may well have behaved more temperamentally! 

Then when we moved out to Stellenbosch and into the Oude Libertas 
amphitheatre, she started directing me, focussing on Keith [Grenville] and 
I, and it was exciting because I had to rise to the challenge and it was quite 
intense... (Interview) · 

Chris Truter had newly joined the CAP AB Drama Company when Vander Gucht 

directed him in Drie Susters (1976). He comments: 

She told me that she thought Andrei [Sergeiewitsj - brother to the 'three 
sisters'] should be played as just about my age; then she discussed with me -
- and accurately summarised -- all the thoughts of a twenty-four year old. It 
was remarkable to me the insight she had into a young man's thoughts! 
(Interview) 

Returning to Zoe Randall and the question of her playing Agnes in A Delicate Balance -

a part for which she won a Fleur du Cap award as Best Actress, but which she nonetheless 

still considers she did not fully understand -- not in 1978 anyway -- she says: 

I returned to South Africa to settle in 1968 and did lots of lovely work [for 
the fairly newly formed Performing Arts Councils]. With the Albee play, 
John Siemon rang up and said, 'Rosalie would like you to play Agnes'. I 
didn't feel right about the part and found it terribly difficult, but she [Van 
der Gucht] was right. She had found the key to the role, which was perhaps 
a kind of patience, a humour, and a sort of repressed sexuality I suppose .... 
(Interview) 
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Usin~ improvisation 

Sometimes she used improvisation to arrive at what she wanted. Alan Swerdlow 

recalled when Vander Gucht directed him- in Ibsen's The Lady from the Sea in 1976 at 

the Uttle Theatre. Playing the part of Ballested, he had to act as a tourist guide and he 

was not getting it right. So Vander Gucht said she thought they 'better do a little bit of 

improvisation, there'. (The pitch of Swerdlow's voice fluted up on 'improvisation' and 

down on 'there' in a delightful take-off of Van der Gucht.) And he was made to take the 

cast on a guided tour of the Hiddingh Hall campus. Soon they were standing in the 

middle of the parking area -- in the shadow of the Hiddingh Hall itself -- and just as he 

gestured up to the Hall with arm outstretched to show the 'tourists' its 'beauties', a 

window on the top floor flew open, a man leaned out and shouted to them, 'Will you be 

QUIET down there, we are trying to write exams up here!'. Vander Gucht, standing 

amongst her student cast in the parking lot, drew herself up to her most erect posture and 

flung back firmly: 'Will you be quiet up there, we are trying to CREATE down here!' 

(Conversation). 

Robin Malan recalls her use of improvisation in Three Sisters: 

I was known to be a pretty technical actor, very much 'from the outside -
in'; and so I was a little nervous when Van said she thought we might try out 
some improvization work. As a student I had never been able to see how 
clumping about the movement room as some animal or other could assist 
me in building a character; and of course I had managed to entirely avoid 
the 'looking into the abyss of your soul' improvization sessions. And I was 
nervous also because Jacqui Singer, playing Irina, was a final-year student 
and, I was sure, deeply immersed in all of this. But Van was so 'matter of 
fact', so 'feet-on- the- ground' about it. She'd say, "Let's try this ... " and 
suggest something perfectly ordinary. Then she'd cross her legs, lean 
forward with elbows on the top knee (where .Qkl t.hat other leg disappear 
to?), & watch intently. But With no 'mystique': she'd laugh in the middle of 
what we were doing; say, 'Yes, that's right' or 'Oh, do you think so?'. And 
then, afterwards, she'd be so sensible about what we could use, what we 
could build on. She made me feel entirely comfortable about using 
improvization as a working method and technique. Just as well-- as the 
educational theatre work I would be doing for the next 8 years had 
improvization pretty well at its heart and centre! In the end I'd even get to 
feel somewhat insecure if improvization wasn't part of the rehearsal 
process. (letter, 9 March 1989) 
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Letting the production grow 

Vander Gucht directed plays rather like a good gardener grows flowers. The first 

phase of preparing the soil and digging the hole and mixing the compost was rather messy 

-- dirty hands and gumboots and water slopped everywhere. Then a gentle and careful 

planting, and then a lot of loving attention - watering, removing weeds, mulch to hold the 

richness in the soil and plenty of sunny encouragement. And she was prepared to wait for 

the plants to grow. In other words, Vander Gucht used the entire process of rehearsals in 

which to 'grow the production' and did not expect that good foundations in research, or a 

thoroughly blocked movement pattern, or some clever business added later, or even 

encouragement alone, would be enough. She was enormously patient and she believed in 

her actors, and she nurtured a growing concentration on and understanding of the script. 

She knew that insight, or subtlety, could not be forced. Stephen de Villiers said: 

Her strength as a director was in establishing human relationships with 
people. That happened partly through the movement [of the characters on 
stage] - the distances -- the spaces between people .... Van had that extra 
thing that goes on between people -- be it love, or anger ... because she had 
the gift of getting into a subtle mind. Chekhov is so terribly complicated. 
People speak the superficial meaning and the action goes on underneath. 
(Interview) . 

Ron France continued: 

She would let a rehearsal run through and then make her suggestions 
afterwards. She didn't stop a lot. 

I remember well in that speech where Vershinin says: 'When the fire 
started, I ran home as fast as I could. When I got near, I could see ... the 
two little girls were standing there, in the doorway in their night clothes. 
Their mother .. .'. It's really rather a limpid scene -- smoke and exhaustion 
prevailing-- and needs to be run through carefully. Well I really was going 
at it -- taking as long as Gone With the Wind. Vandy knew that I was 
relishing taking my time but Robin Malan [who played Toozenbach] finally 
couldn't bear it any more and said, 'This is taking rather too long isn't it?'. 
Rosalie was very sweet. She thought about it and finally she said; 'Well 
this .. is what has happened, it's a slow pace; no, no, I think I'll go with what 
Ron's doing at the moment'; and that was enough for Robin. You see 
Rosalie had understood what she had awakened in me and she was content 
to wait until I had taken as long as I needed. She probably knew that in the 
end I wouldn't take as long, and of course I didn't. (Interview) 
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Rehearsing the same play, Robin Malan remembers her approach to a particular scene: 

When we were working on Tuzenbach's final scene, his farewell to the trees 
and to Irina, Van told me she remembered Redgrave playing it ... how his 
hands reached out to the trees and his fingers quivered. And then she did a 
perfect comic parody of him, which one felt nonetheless hit exactly the 
essence of the real thing, of how he must have done it. Of course, I knew I 
couldn't play Tuzenbach like that, but Van had given the scene a focus-- an 
edge, even -- for me. Every night I used to be dead scared of that scene -
and yet I really enjoyed playing it. After one performance, Van caught me 
in the quad outside the dressing room. After she'd done her usual stick-leg 
to-and-fro walk-around (always a sign she wanted to 'tell' you something), 
she said, "I watched the trees scene tonight. I thought it all went really 
rather well. (pause) In fact, there were a couple of moments there that I 
thought you did rather better than Red~ave had. (pause) There. (slightly 
longer pause) Rightio, good night Robm, see you tomorrow." And off her 
laugh went into the night. What do you do with praise like that? I know I 
didn't leap into the dressing room and shout, "Hey do you know what Van's 
just said?" Rather, I kept this little something just for me. I don't think I 
told anyone about it at the time, or not more than one or two people. 
(letter, 9 March 1989) 

Zoe Randall described Van der Gucht's way of working like this: 

She wouldn't spend much time sitting around. I think she had got a vague 
picture of where she wanted people to be [on the stage] and she blocked it. 
She worked on the first act thoroughly ... She began quietly with this 
business of making you think --with the 'reality' of it. Then if she thought 
you were not getting it, she would stir you on: 'Come on! That's not 
enough!' ... If you got something right she would say, 'That's it! Now come 
on, on to the next bit!'. She encouraged you -- she might have been a 
woman's director because I think she knew how you felt; she was instinctive. 
(Interview) 

A ri~orous realism 

Van der Gucht was fulsome in her encouragement and approval, but if the actor was 

'bluffing' -- perhaps an intention or a feeling -- she would sometimes very quietly and 

sometimes fairly forcefully insist that a ~etter interpretation was arrived at. Ron France 

says: 

She wasn't a line director. While she would tell a student how to pronounce 
a word, but talking about nuance, she would only suggest a different type of 
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emphasis. If one has done a decent job as a director in setting the terms of 
reference of a play then you don't need to give line readings. 

What you couldn't do with Vandy is do your own thing after she'd asked 
for a particular thing, that's what she wanted and you couldn't bullshit her. 

She was a curious combination of great patience and diligence -
particularly if she wanted information; but she could be fiercely impatient if 
she thought you were being slightly obstructive or stupid when you'd been 
given the full picture-- if she thought you weren't giVIng it your one 
hundred percent endeavour. (Interview) 

One of the things Zoe Randall loved Vander Gucht's directing for was her tendency 

(which Randall says was just like Gwen Ffrangcon-Davies) to call out: 'Zoe, you're not 

thinking! Try it again; try and ~ it to some sort of similar thing in~ life' 

(Interview). 

Randall accompanied Vander Gucht --when they were rehearsing for the 

Johannesburg run of Old World-- to a performance of Beecham at the Market Theatre. 

She remembered that Vander Gucht kept commenting at interval, 'That's not how we 

rehearsed it; that's not what I told him to do'. And after the show Vander Gucht went 

backstage to see Michael Atkinson and give him her notes. Then Vander Gucht returned 

to see Beecham again on the following night, and in due course reported to Randall that 

Atkinson had indeed reverted to what had been originally rehearsed in Cape Town 

(Randall, Interview). In this context the comments of Mavis Lilenstein who stage

managed the production are interesting: 

On Beecham Rosalie was wonderful. Michael Atkinson has so many ideas 
to contribute that it is difficult to direct him; and on this production he 
didn't think Rosalie had. Nevertheless she did. A lot of the things which he 
wanted to do she stopped him: 'No No, you mustn't do that;' she would say. 
Clearly it was her production. (Interview) 

In his contribution to the SABC Memorial programme on Vander Gucht, Atkinson 

makes a rather similar comment about The Importance of Beini Oscar: 

'What Rosalie, as a woman of great wisdom did for me, was to reveal my 
weaknesses to me-- in the most perceptive and kind way. It was vitally 
important that while playing Oscar [Wilde] I shouldn't fall back on any of 
my mannerisms as Mtchael Atkinson .... (6 November 1985) 
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Atkinson's recording stops there, but clearly the inference is drawn that Vander Gucht 

had indeed firmly, but gently, told him: 'No no, you mustnt do that--'! 

Mood and nuance 

Van der Gucht had the aesthetic judgement to help her actors achieve on stage what 

was nowhere written in the script -- be that the mood, or rhythm or underlying sense of 

the play. She was not dictatorial in seeking the right quality, rather encouraging, 

persistent and insistent. She did not give up hope of achieving what she wanted, because 

she so seldom lost faith that in the long run the cast could do it -- if only they knew how; 

when it must often have seemed patently clear that they could not! At bottom, this was 

surely because she believed in rehearsal as an educative process, and she did not look for 

an end result before it was the time for one; while paradoxically she knew what kind of 

end result she was looking for. Ron France said: 

I recall the painstaking way she built up those scenes -- even the 
interpolations over a dinner table -- the orchestration was immensely 
detailed. 

She saw Chekhov in autumnal terms, and to evoke that in young people is 
not easy .... Mostly when we think of Chekhov it's associated with a great 
deal of dogma, but we didn't play it with any received attitude. He 
[Chekhov] wrote intensely individual characters and I'm not sure with 
young actors that it's possible to achieve that right at the start. You can 
well afford atypical moments but to control it needs a very brave director, 
and she was all of those things. (Interview) 

Babs Laker recalls: 

It was. a question of interpretation-- of a speech of Mme Ranevsky's --a 
sentence, really a few words; and I had read of an American actress who 
interpreted them in a rather different way, and I wanted to try it. Van said, 
'You can do it like that, but I think you can do it along these lines .. .'. You 
see she knew her play so well--'. (Interview) 

So all the detail of setting, costume, vocal and physical interpretation had to come as right 

as she could make it. Randall says: 
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Again on Old World I remember spending a long time choosing clothes. 
You see, in order to save money, tlie Baxter liked us to see what we could 
dig up from our own wardrobes. Rosalie was insistent that we mustn't have 
anything new or 'shiny'. My clothes had to be rather theatrical, funny 
clothes ... I have a rather mossy old dressing gown - we used that, and a 
peasant skirt; and then Rosalie said, 'She must have hats', and she had some 
of those so that Lidya's wardrobe was a· collection out of Rosalie's and · 
Zoe's more eccentric garments! (Interview) 

As the rehearsal process went on the most significant thing that Van der Gucht di-d was 

to listen well. She was famous amongst her students, as she got older, for going to sleep 

while they were rehearsing or performing in 'Crit Class'; but_she was equally famous for 

waking up and giving a most incisive criticism of what had been said and done, so even 

the most confident of actors could not be sure that she was not simply listening with her 

eyes closed! In fact the quality of her attention was extremely encouraging. It was as if 

she listened with the objectivity of an audience with her one ear, and with the subjectivity 

of a teacher and guide with the other, and she let neither ear tum deaf. 

Towards the end of the rehearsals one could sense her urging the play towards its 

public -- she was the most excellent preview audience. So in spite of the initial, 

apparently gentle muddling along, when the audience arrived for the first performance 

one could be sure that Van der Gucht had done everything in her power to prepare her 

players for it. Her process of direction was therefore a very full one. It was as if the 

meaning of the play was a bell that only she could hear, tolling far away, and she nudged 

her cast gently towards the sound. 
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9. THE LAST CHALLENGE 

Uncle Vanya 

In May 1982 Vander Gucht interrupted her directing to act in Robert Mohr's production 

of Chekhov's Uncle Vanya at the Baxter Theatre. She ventured to do it-- she told Die 

Burier reporter, only because she knew the play and hers was a small part-- that of the 

children's nurse, Marina (1 June 1982). Zoe Randall shared a dressing room with her and 

recalls that she was extremely nervous and was sure to rest between the matinee and the 

evening shows (Interview). After a break from acting of twenty-seven years it's hardly 

surprising that adjustment was necessary; one can safely conjecture that she was not 

always a docile actress. Fred Abrahamse who designed the set, told the writer that quite 

against Mohr's wishes she resolutely refused to knit (Conversation). Nonetheless having 

her in the play meant a great deal to Robert. He wrote: 

26 May 1982 
My dear Rosalie, 

It is a beautiful performance, for which I am deeply grateful. It is 
also an occasion, in our long collaboration in many ways, that is very, very 
important and dear to me. I owe you more than you will ever know. 

Much appreciation, 
Much love 

Robert. 

Many Cape Town theatre-goers were gratified merely by her presence on the stage. 

Lieske Bester took her young pupils to see the play, and because Vander Gucht had 

consistently shown active interest in Mrs Bester's progress as an amateur play director 

and drama teacher for the young and had later encouraged and advised her in 

reorientating her Drama Workshop (for a large enrollment of children and young people) 

towards creative, improvisatory drama for personal growth -- and had inspired her with 

the confidence to try out her ideas (Interview), she wrote to Vander Gucht after the 

performance: 
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I casually suggested a possible block booking at one of our senior classes 
last month. This led to a group of 20 students, plus 4 teachers and Isak 
[Bester's husband] all going together. I discussed Chekhov at their 
preceding sessions, so that they wouldn't expect an exciting plot or fast 
pace! For all of them it was their first experience of Chekhov .... We had a 
discussion at our place afterwards, and in spite of a certain amount of 
boredom at times ... everybody wants to repeat the experience, so I've found 
a most enjoyable way to extend our teaching. Many of our pupils don't see 
much theatre as a family, least of all the more classical genre. 

If you didn't have to do a second performance, we would have descended 
on you en masse -- I'm sure you could do with the quiet break, however. 
Hence this note instead -- it was rather special to see you on stage too! (31 
May 1982) 

Probably this letter gave Vander Gucht more pleasure than many of the ones which 

flattered her more because it told of the kind of educative task to which she was deeply 

committed. 

Richard Gush of Salem 

After the fun and challenge of acting again, Vander Gucht travelled to Norway-

which she had never seen. On her return to South Africa she had agreed to go to Rhodes 

University to direct Guy Butler's play Richard Gush of Salem-- in honour of the author's 

retirement. Gary Gordon, a member of the Rhodes University Drama department staff 

commented: 

I was her assistant -- and she was good with the students. She made an 
ensemble piece and she got them to like the play. Her {>reparation and 
research was thorough, but not in a way that was confimng. 

She was very caring, the students were anxious that she was old, but 
respected her a lot. Qmh had a beauty that Roy's production didn't have.1 

She was very meticulous, such a nice woman! 
She had real expertise -- her skill was in that she really crafted her 

production. If she wanted to get a certain effect she knew how to get it. 
She was so prepared, she knew the play well. (Interview) 

Beth Dickerson said: 

Van aske·d me to do the scene in the laager when Gush ~oes out to face 
the impis (I did the singing part-- she asked me to help With that piece). I 
felt it such a privilege to be part of what she was doing and she was so warm 
and appreciative and I did it with such joy. She didn't give me a lot of 
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guidelines, rather she ~ave me the feeling that she trusted me. She just said 
she wanted that to 'build the atmosphere'. . 

She worked with [Opperman, who was] a first year student [playing 
Richard Gush]. She was quite honest with him. She told him that he wasn't 
right for the part but if he worked hard he would learn a great deal; and she 
worked with him and he came right. 
... 
It was the first time she began to be ill, and it was sad, because she didn't 
know what was wrong with her. (Interview) 

Dealing with illness 

When Van der Gucht returned to Cape Town she went to her doctor for a check up. It 

was thought that she needed a minor operation and her old student Cherry King (married 

name Mills) took her to the Vincent Palotti Hospital and helped her check in. In the 

course of this operation it became evident that she had cancer, and the 'small operation' 

turned into a series of operations undertaken by specialists called in then and there. 

Thus began the last new undertaking of Van der Gucht's life -- learning to live with ill

health: inconvenience, indigestion and discomfort at best, periods of weakness and 

prolonged nausea, and occasions of embarrassment and violent sickness at worst. Cherry 

King says that at first the newness of what was happening to her was shocking for Van der 

Gucht: 

All of a sudden having to cope with a situation ... I'll give you a simple 
example. Her blender broke and she couldn't find the part and she didn't 
want to get a new one; so one saw to it that the blender was repaired .... At 
first there was this nervousness -- realising she wasn't strong -- it shook her 
confidence .... In that interim period she needed a lot of support. (12 May 
1989) 

But with time and consistent effort she came to terms with her physical limitations. King 

says: 

She was such an impractical person, so that when it came to dealing with 
her illness, she was faced with havinfc to do practical mundane things that 
involved her own personal care. Be ore, she could say 'I was too busy for 
this', and toss it off .... 

Her new style of living -- this was so exemplary .... She was diligent in her 
attempt to try and help herself-- she was giving herself the fullest-co
operation. (Interview) 
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Van der Gucht's friend Prim Stevenson wrote, 'When she was told that she had cancer 

and probably not many months to live she said "it is the quality of life which matters. I 

love life and there is still so much that I must try to do" (St Saviour's Newsletter). And 

there was certainly no shortage of hands to help her along. Fortunately she had moved 

into a larger, downstairs flat at The Byways, Claremont just a few months before her 

operation; and when she came home from the hospital her friend Louie Hodgson -- a 

trained nurse -- came to stay for a few weeks to help her. The nursing sisters at Groote 

Schuur Hospital were also helpful. Justine Dixie (married name Hoare) recalled: '[Van 

der Gucht] said to me, "You know ... this marvellous Sister Stephens -- she is an absolutely 

angelic, marvellous woman!'" (Interview). She was put into touch with St Luke's Hospice, 

whose 'home sisters' visited her on a regular basis and whom she held in the very highest 

regard, she told the writer in July of 1983. 

Thus with the help of the professionals and her friends, Vander Gucht took up the 

challenge her illness presented with dignity, responsibility and faith. And impractical as 

her nature may have been, now she learned to manage a new life style extremely well. 

She organised her still active schedule around periods of sufficient rest. She consulted 

with doctors who suggested a food diet that greatly reduced her discomfort; and small as 

her cooking skills may have been, she assiduously collected recipes that suited her. She 

employed help in the flat on a regular basis and she acquired a telephone answering 

machine, so that if she couldn't manage to answer a call, she didn't lose the contact for 

when she was feeling strong enough. Then she got on with the business of living as fully 

as she possibly could -- after all, there were still so many people who needed her help! 

Family ties 

Vander Gucht had a cousin Christina Leroy (nee Roberts), a child of one of 

Florence's younger brothers, who had been brought up in Durban and had little contact 

with Vander Gucht; while her elder sister Diana-- who settled in Scotland-- knew Van 

der Gucht well. In 1970 Van der Gucht and Isolde Gerdener went on holiday to the 

Hogsback and found themselves living right alongside Christina and her husband. In the 
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years that followed Diana became sick with cancer and Van der Gucht and Christina 

maintained telephone contact. (Vander Gucht travelled to Scotland in 1981 to see Diana 

before she died- which happened the following year.) Then it became evident that 

Christina's husband had cancer, and when he died in November 1983 Vander Gucht

urged her cousin to come and settle in Cape Town. In March 1984 Christina managed to 

sell her Hoggsback home and she moved in with Vander Gucht for two months-- with 

her two dogs. She says it was far from easy at first -- Van der Gucht and herself both 

being strong characters. But as Christina pointed out, 'She introduced me to the relevant 

people in music, dogs, bird-watching and so on. She just knew people in every walk of 

life!' (Int~rview). And as Christina became more independent, they learnt to unde:r:stand 

each other and their relationship strengthened. 

Perhaps the kindness Vander Gucht showed to he! cousin, although characteristic, 

was not simply altruistic. Since her retirement she had taken increasing pains to 

strengthen her family bonds because she felt a real need for 'kinsfolk'. Christina had 

virtually no family in South Africa either, and so the two cousins learnt to help, support 

and enjoy each other. 

Old World 

Once Van der Gucht had come to terms with her illness and defined a new life style 

for herself, there seemed to her no reason not to turn her hand to directing again. Back 

in 1976 at the National Theatre in London she had seen Aleksei Arbusov's Old World 

with Peggy Ashcroft and Anthony Quayle and found it delightful. Eight years later she 

said to Adrienne Sichel of the Star: 

"I love Chek:hov and this play has quite a Chek:hovian feel to it. But don't 
give the impression it's melancholy. It's funny, very amusing, good 
entertainment. It has moments of sadness. A great deal of perception and 
understanding. It's about the development of the relationship between two 
people .... 

It's very cleverly written because each scene gives another facet of their 
characters. It's never sentimental in the least. It's a very warm play. 
Tender, too and delicate. It has no violence. No four letter words. No 
deep problems. (18 October,1984) 
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Arbusov, however, had withdrawn the South African performing rights. Then early in 

1984 she heard that an amateur production of the play was staged by friends of hers in 

Stellenbosch, and with the assistance of the translator, Vander Gucht finally procured the 

professional rights. Zoe Randall immediately accepted her offer to play the female part; 

she recalls: 

Every so often in a long and mossy career there is a part that just 'clicks' for 
your personality, and this was one: a funny little lady, about my age, a circus 
performer too old to do her tricks; gay, practical, argumentative. Her lover 
bas gone off and Udya is sent to the sanatorium to recover .... And there she 
met this disgruntled Hospital Superintendent and there is the whole thing 
that develops between these two. However we couldn't cast the man! 

Then Rosalie heard that there was a man in Johannesburg called John 
Carson - newly arrived with his wife and children from England. He was 
doing commercials and a telly show or something, so we had to go up there 
for the audition. But Rosalie was absolutely determined -- she felt so 
positively about this chap. So we travelled up there -- she on the blue, and 
me on the ordinary train. I stayed at the Statesman in Johannesburg, and 
she at Rose bank Hall (which was much more, you know --). She got hold of 
John Carson and he came round to see us in this hotel bed-sitting room. I 
was as nervous as a kitten! 

Well, he walked in and- the three of us-- we just clicked immediately! 
He .was a wonderful chap with a James Mason voice ... 

Because he was busy with filming we rehearsed up in Johannesburg. It 
went well throughout - none of it was a struggle -- after all, there were only 
two of us, two very experienced people; and then we came down here a · 
week before opening.... (Interview) 

On 30 March 1984 the play opened at the Baxter Theatre in Cape Town. In September it 

transferred to the Leonard Rayne Theatre in Johannesburg because of the enormously 

favourable response. Michael Venables's review in The Citizen (22 September 1984) 

gives us something of the reason: 

Enchanting theatrical gem 
It is tribute as much to the performances of Zoe Randall and John Carson 
and the direction by Rosalie van der Gucht as to the superb writing of 
Russian playwright Aleksei Arbuzov that those who see this play will 
remember Udya V asilyevna and Rodion Nikolayevich with affection and 
amusement for a long time to come. 

Udya (or "Uda") is a highly eccentric lady of "not quite 60" who visits a 
sanatorium in Riga on the Baltic coast in 1968 for treatment for arterio
sclerosis. 

Rodion is the institution's director, a widower, a few years older than 
Lida, conservative, set in his ways and, at least on first meeting, somewhat 
stuffy . 
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And this gentle, delicate, funny and heartwarming little play traces their 
relationship over the course of 25 days, from their first meeting when Uda 
arrives, unrepentantly hours late, in response to Rodion's summons to be 
reprimanded for breaking the rules and disturbing her fellow-patients. 

The lady is coquettishly defiant and girlishly wilful and, as we are to 
discover, quite shameless in inventing answers to his questions - a 
combination calculated to offend the doctor's sense of order and propriety. 

But as they meet again at intervals of several days their initial antagonism 
thaws. And we begin to learn more of their backgrounds. 

Uda is a box office cashier at a circus in which she was once a successful 
artiste. Her husband and partner has left her (though she insists theirs is 
still a cordial relationship), and her life, despite her determined perkiness, 
is clearly lonely. 

Rodion has remained faithful to the memory of his beloved wife, also a 
surgeon, who died in World War Two. And his only relative is a daughter 
who lives in Japan with her diplomat husband. 

Sensing each other's needs, the two are increasingly attracted, though not 
without considerable misgivings on each side. Both are proud and shy and 
they cannot help being aware that romance at their age 1s likely to seem 
ridiculous. 

And both characters are played to perfection. 
Carson's portrayal of Rodion grows steadily from a quiet begjnnin~ into 

one which ... could well have come from the late Ralph Richardson m his 
prime. Its highlights are the beautifully handled tipsy scene when, after 
dinner and too much champagne at a restuarant, he sheds his inhibitions 
and demonstrates the Charleston and the shimmy which were fashionable 
in his youth, and his movingly understated playing in a cemetery when Uda 
hears the story of his marriage. 

And Miss Randall's Lida positively glows, a detailed portrait etched with 
infinite skill and understanding, which captures unforgettably the humour 
and pathos of this comically irritating, plucky and endearing creature. 

Miss Van der Gucht demonstrates once more the insight, fine judgement 
and theatrical mastery that have earned her her respected place as doyenne 
of our English-language theatre. And Brian Collins' decor, in which a bleak 
basic set is transformed by imaginative rear-projections into a variety of 
locales, is s~ly complemented by Sydney Jansens's lighting and well
chosen mus1c. 

This is a real gem of a production .... [which] will send you away happy, 
satisfied and with memories to cherish. And that, in itself, is rare enough 
these days. 

Of all the productions directed by Vander Gucht in her long professional career~ this one 

-- the evidence of reviews which are available strongly suggests -- was perhaps the 

'happiest', warmest production that she offered: and perhaps it bears noting that it was a 

love story, and the love was between a person who was organised and responstble and 

deeply dutiful; and a person who was creative, eccentric and gay. And at different times 

Van der Gucht herself was, or had been, all of these things . 
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The death of Robert Mohr 

This happy time-- in which Vander Gucht directed Old World-- contained a sadness 

as well however; caused by the sudden and unexpected death of Professor Robert Mohr. 

Jocelyn de Bruyn (a lecturer in the Stellenbosch Drama Department for many years) 

wrote from England to Van der Gucht: 

Friday, 27 April '84 
My dear -- Your lovely, exciting - but also shockingly tragic -- letter came ... 
this morning .... 
I'm delighted, thrilled, at your resurgence of health .and creative energy. 
Congratulations-- on everything. You will forgive (smile at?) my little 
conceit: feeling that I willed you to go on ... refusing to accept the very 
thought that you could not be there, in my life ... in all our lives: your goodly 
number of loving friends .... 

Robert: how sad, terrible, to go like that. 'The pity of it all' .... He enjoyed 
those few outings with me, coming to see me at my cotta~e, going to the sea 
with me, sharing my sybaritic (your word!) j,Qk ~ vivre, Impatience with 
pretentiousness & hypocrisy, appreciation of the few, really worthwhile 
people in his life (you, above all -- how many of his friends have seen him 
~ -- as I did -- speaking of what he owed you?) ... What a fruitful 
conJunction yours was: you & Robert -- yes, .and. Mavis .... There is no more 
to say ... [sic] I telephoned Helene [Rindl] soon after reading yr letter. She, 
too, delighted at the news of your well-being & activity, shocked into silence 
at hearing of R's death .... 

A memorial service was held in his honour at the Little Theatre and it was poignant that 

Vander Gucht --rather frail and obviously old-- was speaking about Robert: the 'bright 

young thing' of the Department of Speech and Drama in the sixties. 

Perhaps Vander Gucht took his death gently because she herself was learning to live with 

death. Cherry King says: 

She h~d her time for meditation and her time for prayer. That whole 
acceptance of weakness -- that was a release, poured forth through 
everything that wasn't actually said. 

At the end she had to face up to the fact that she was going to die .... I was 
very aware of ... [ her faith] and I knew how she was fee lin~, what she was 
doing. I knew that she was 'spending time with her maker . It played a very 
significant part in her being able to cope at the end. (Interview) 
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Meantime however, life is for living. Almost immediately after Old World had opened 

at the Baxter, Vander Gucht started rehearsing Michael Atkinson in Michael 

Macliammoir's entertainment on the life and works of Oscar Wilde, The Importance of 

Bein~ Oscar which was staged at the Baxter Theatre on 17 May 1984 to unreserved public 

acclaim (Papers). The production toured the country for a goodly proportion of the rest 

of the year and was extremely well received. 

Sayini iOOdbye 

And then Van der Gucht, accompanied by her old friend Louie Hodgson, flew off 

overseas. Mrs Hodgson wrote: 

Van wanted to see everybody she knew in England and France, so she 
arranged to go to France first and then England .... 

We had a wonderful time in France except for two lapses on Rosalie's 
part when she was very ill. But I was amazed how quickly she got over 
these bouts considering their severity .... 

We went all over Paris and we tried the little restaurants and the big ones 
and everything was new to me .... 

There were literally many, many people she had to visit in England, but 
she thought she would take a rest in Bath first, which we did. She had a 
refreshing time there visiting the Baths and attending two wonderful 
concerts. Then after 5 days there, she was picked up by a friend and I didnt 
see her again until we met in the Charing Cross Hotel where she wanted to 
stay for a few nights before leaving for South Africa. 

~ I forgot to tell you that when we arrived at the Paris hotel, she found 
that she had left her precious ba~ with all her belongings (passport, money 
etc) in it. We contacted the British Consulate next day and found they had 
it, but all her English money was missing. It didn't seem to worry her, she 
lost things as a matter of course and always found them later .... (letter, 29 
June 1989) 

And in spite of the effort the trip cost her, upon her return Vander Gucht talked of it 

with enormous enthusiasm and warmth. 

Returning to Johannesburg to see the Old World opening, Vander Gucht then drove 

to the Christian Guest farm 'Carmel', near George, for a well-earned rest; but she had to 

be taken in to George from there for an emergency operation. After the briefest 

recuperation at Carmel, she flew down to Cape Town to to make a speech and hand out 

the prizes on the occasion of the ninetieth anniversary of Rustenburg High School for 
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Girls. She enjoyed it because she spoke of it to the writer -- as a privilege still to have the 

strength and time to do such things (Conversation, November 1984). 

Public honours and ordinary duties 

During these years Van der Gucht was the pleased recipient of a number of awards 

and honours which are too numerous to be mentioned here (see Appendix E). It must 

have been encouraging to be recognised as important -- especially for someone who had 

tried so little to appear so. And she was always gracious in her acceptance. But it 

changed not a scrap of her attachment to the simple realities of life of which she was 

inordinately fond. In his memorial speech, Dean King told the audience: 

Only a few months back in this year [1985] I asked her if she would kindly 
produce a play on Good Friday at the Cathedral -- using the very modest 
talent available there in my own congregation, and at once she responded 
warmly and said of course she would. 

The play was a modem look at the Crucifixion adapted from a book by Jackson, called 

The Davidson Affair. Nigel Bakker who played a lead role said that sometimes during 

rehearsals she would literally bend over with pain and discomfort but when concern was 

expressed by cast members, she once responded: 'Well I have another pain in my 

abdomen, and there's no point in going to the doctors because they'll just start all their 

nonsense all over again' (Bakker, Interview). Ill health notwithstanding Bakker 

considered her direction to be as acute as ever. Dean King continued his address: 

She was already, I assume, in considerable discomfort but this was never 
perceived very clearly. She used the local talent in my own congregation, 
and she was so ~ about some of the weaker actors in it. ... she spoke to me 
once towards the end of the rehearsal time and said: 'I had to be a little 
firm; I do hope he'll be all right -- he's such a nice person'. And her care 
and consideration in that came out so very clearly. (15 November 1985) 

Bakker recalled a similar incident. The character he portrayed had to be seated at a table 

to one side of the playing area and comment throughout on the action. Bakker confessed 

that he had a lot of difficulty in his 'relationship' with this table, and kept slightly shifting 
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it and his own position in relation to it: sitting on the edge, behind it, to one side and so 

on. He says Van der Gucht watched him trying to solve this problem and made no 

comment of approval or disapproval - rather leaving him to sort it out in his own way. 

Finally, however, towards the end of the rehearsal period she came up to him and said, 

'You have tried that table in every conceivable position. Do you think you could choose 

any one of them now and STICK to it?' Bakker says, 'I felt so humiliated, and .I thought, 

Touche - that is putting me in my place!' (Interview). When the p:mduction was over he 

wrote Van der Gucht a note which shows, like countless before him, how he had grown 

through Vander Gucht's honesty. 

6 April1985 
Dear Rosalie 

Thank you so much for the past three weeks' worth of directing us 
through The Davidson Affair. · 

I hop~e this doesn't sound too corny, but, really, it was a kind of privilege 
working with you, and I'll not quickly forget your patience and tact, and the 
real pleasure of your company. 

Thank you very much indeed. 

In the course of 1985, Vander Gucht made plans to direct Michael Hastings's play 

Tom and Viv at the Baxter. Then quite suddenly in September, Vander Gucht's past 

student David Haynes - who had been appointed Professor in the Drama Department at 

ucr in July 1985 -- appealed to her for help: the appointed external examiner for the 

Performer's Diploma in Speech and Drama was suddenly unable to undertake the duty in 

October; could she possibly help the Department out of this shortcoming? Of course she 

could. And so for a week in early October Rosalie Van der Gucht sat in her old 

Department at U cr, watching the second and third year students performing their final 

verse speaking and acting examination programmes; and she marked and commented 

with all her customary acuteness and taste. 

The ending 

During the exams her state of health was deteriorating every day although she said not 

a word to Departmental staff. Mrs Leroy says that she refused to see a doctor until she 

had finished examining. As it turned out, this was with good reason, for within a few days 
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of completing the examining, Vander Gucht was in hospital for the removal of another 

growth. She came through the operation well and on the following day was sitting up in 

bed studying the script of Tom and Viv (Leroy, Interview). Leroy spent these ten days at 

her bedside and she told the writer how Van der Gucht, although very weak, would insist 

that 'my cousin' help with the nursing tasks. Finally however Van der Gucht's body simply 

wasn'_t strong enough. Her condition deteriorated day by day and before another week 

had passed, on 31 October 1985 Rosalie Vander Gucht died. 

The funeral at St Saviour's Church Claremont was a great occasion. The church was 

filled with her friends, colleagues and associates. St Saviour's minister, Reverend Taylor, 

. spoke of her with enormous respect and warmth, and the congregation were heartened 

and drawn together to wish her well on her last journey. Her old friend Prim Stevenson 

wrote in the New Turret -- the parish magazine of St Saviours: 

Van as she was known to many of her friends (V andy to her students who 
loved her) was a true humanitarian. She loved people young and old, rich 
and poor, she cared ill2ID!1 them and in many cases she cared for them. 
Right to the end of her life she worried about lonely people and troubled 
people. 
The day before she went into hospital for the last time she was much 
concerned because she was unable, there wasn't time for her, to take a 
small gift to an elderly bedridden friend. (8 December 1985) 

In the way that was characteristic of her, most of her considerable estate was left for 

those who needed it and whom she wished to encourage: would-be students of drama and 

theatre who might have the ability but not the resources to follow a university career. 

With money provided by her estate there are numerous students who now have that 

opportunity. For the same reason she left her car to her cousin Gillian Kelly-- because 

she needed it. 

When Tom and Viv was staged at the Baxter on 12 February 1986 (under the direction 

of Ken Leach), the following was included in the programme: 
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This production is dedicated to the memory of Rosalie van der Gucht 1908-
1985. 
"There are some people we encounter in life who command not only our 
respect but also our love: such a lady was Rosalie Vander Gucht. Rosalie 
was almost seventy when I first met her but I never thought of her as 'old'. 
She had a lively mind and neither asked nor gave quarter in argument. 
Always refreshingly frank, I considered her haughtmess rather beautiful -- it 
was a natural aloofness of voice and manner which characterised the grace 
and dignity of a lady of substance. 

Throughout her illness, we worked together on two productions -- OLD 
WORLD and THE IMPORTANCE OF BEING OSCAR both of which 
reflected all her thoroughness and good taste. Indeed, we joked about her 
illness and whether she would make the third production which, 
nevertheless, she has influenced greatly. Rosalie did not wait for tonight 
but she will be here in the wings and forever in our hearts." 
JohnSlemon 
Director, Baxter Theatre 

On the 15 November 1985, a memorial service was held in her honour at the Little 

Theatre. Edward King, the Dean of St George's Cathedral, spoke most acutely about 

what-- in the final analysis-- Rosalie Vander Gucht could teach us: what it means to be 

human and humane. Dean King put her example so clearly to the audience that it is 

worth letting him have the last word: 

My first contact with her was way back now in nineteen hundred and fifty
eight when I first came to St George's Cathedral. I had always wanted to 
make that place a place more O{>en and perhaps a little more human - er -
to the world and I began by instituting poetry readings and some plays and 
other statements down at the Cathedral. And I had been given the name of 
Rosalie Van der Gucht ... and in some trepidation I approached her and 
was amazed at the kindness and the warmth and the encouragement I got at 
once from her. She was so very helpful! And this is the thing which has 
always struck me about Rosalie, that no matter what she was asked to do ... 
she at once responded warmly and generously .... 

Rosalie was such a well-mannered person .... And there are manners and 
manners of course ... but her manners, it seemed to me, came from a deep 
concern for other people, a care for others, a respect for persons. She was, 
I think, a very civilized person. 

We all knew and appreciated her very great integrity in her craft, and her 
real genuineness of nature and sincerity. And this, I believe, flowed largely 
from her deeply held religous convictions and beliefs -- none of which were 
ever intrusive. None of it was given in that spirit of evangelical zeal, which 
today can be both spiritually aggressive and patronising. She had strong 
beliefs, she worshipped her God with great regularity, she didn't belong to 
my congregation. She had a simple, and true, and deep faith. She was a 
person of prayer, she was a spiritual person; and that just showed I think, in 
the kind of person that she was. 

One last thing I would like to say; and that was that Rosalie was very 
much a realist. She neither disguised the fact that she had cancer-- that 
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unmentionable word today -- nor did she go around proclaiming it. She 
accepted it as so~ething that had to be endured as a part of our human 
condition; and I can imagine her saying if asked in that lovely croak of a 
voice which she had, 'Well, we are not immortal you know'. She took it in 
her stride and she met it with a very gentle fortitude. And why should she 
who believed so deeply that dramatic art is all about life and death, and 
anxiety and hope and fears, and all the joys and anxieties of this vale of 
tears - why should she imagine that she wasn't someone in the cast? And 
so her approach to death was dealt with very firmly and very acceptingly -
on to the next business. 

I do not know what happens to actors or producers or dramatists when, 
and if, they get to heaven - but God who created Rosalie has, I am quite 
sure, still much to do with her and in her. 

And so I would like to end what I have to say today with a sentence that I 
have stolen from St Paul's epistle to the Phillipians --about Rosalie: 'I 
thank my God upon every remembrance of her'. 



CONCLUSION 

Resume 

Throughout this account of Rosalie Vander Gucht's life certain strands of her 

professional work have been traced. These are: 

i. Speech Training, aspects of Oral education and improvisatory drama 

ii. Teacher education 

iii. Training practitioners for work in the professional theatre - especially by 

means of Play Directing 
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iv. Speech, Drama and Theatre work with organizations outside of the University 

of Cape Town 

v. Community work 

vi. Van der Gucht's style of leadership. 

Perhaps Vander Gucht's most startling achievement was being able to function 

productively and skilfully in many different areas and find the links between them. How 

she managed that is hopefully evident in the biography which has formed the bulk of this 

thesis; which we will briefly review to refresh the reader's memory. 

Chapter One Exposed to a full scale Oral Education in Paris and London, Van der 

Gucht was solidly grounded in Speech Craft, Remedial Speech, Phonetics, the speaking of 

English Verse and all aspects of Vocal Interpretation. The excellence of her mastery in 

these fields remained a cornerstone of her work. The importance of the Central School -

as an educational institution, and the scope of its activities in Southern England under the 

leadership of Elsie Fogerty-- has been outlined so that we can trace the pattern from 

which Vander Gucht initially cut her work in South Africa. Grahamstown was her useful 
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introduction to South Africa, especially because the Principal, Sister Frances Mary, gave 

her her first lessons in how to teach teachers. 

Chapter Two introduces us to Cape Town and the Little Theatre in the early forties, and 

explains the purposes and curriculum of the Speech Training courses as Vander Gucht 

found them. Her arrival injects a new enthusiasm and theatrical expertise. We see that 

she did quite a lot of acting and directing which was well received, she started the 

February Theatre Work project, and turned her attention to the students' teaching 

practice in Cape Schools. As Departmental Head in 1946 she gathered a well balanced, 

effective staff around her who worked in a spirit of pleasant camaraderie with Professor 

Inskip and the staff and volunteers at the Little Theatre. 

Chapter Three focuses upon Vander Gucht's efforts to upgrade and expand the work of 

the department in the fifties. More professionally orientated staff were appointed and the 

part-time assistantships extended. A wider choice of plays from the great classics and the 

great modern dramatists were introduced. She saw to it that students were afforded the 

opportunity of acting in a Shakespeare play every second year; and by the force and 

power of her personality Vander Gucht established a new professional discipline 

amongst students. Her teacher training is examined and the main aspects namely: 

content, practical didactic skills -- with an emphasis on finding real connections between 

lesson content and learners-- and Vander Gucht's belief in the sheer enjoyment of doing 

speech and drama, are covered. She imbued her students with belief in themselves in the 

teaching task, and showed them that it could be fun. 

In Chapter Four Vander Gucht's work beyond the University is examined: her 

connection with the Guild, and Children's Theatre and especially the founding and 

running of Theatre f~r Youth. The latter organization produced children's theatre, 

theatre in the round, educational theatre, participatory theatre, theatre on school 

setworks -- on tours for scholars in the Cape -- in those years when work of this nature 

had only begun to be pioneered by NTO and the Little Theatre. We see how Vander 

Gucht's friends, colleagues (in education and at the Drama Department) and her ex

students, all contributed. 
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Chapter Five Changes in South African society in the sixties, and the changed 

composition of her staff, are outlined for the bearing they have upon Vander Gucht's 

leadership of her Department within a new societal ethos. 

Her approach to the teaching of English speech is examined because questions of 

speech and accent are a contentious and significant area in contemporary South Africa. 

Her increasing espousal of improvisatory drama is discussed, but it must be noted that 

neither speech training nor creative drama comprised the whole of Vander Gucht's 

Speech and Drama teaching syllabus. A variety of verbal and dramatic forms, including 

poetry, public speaking, story telling and playmaking, were all considered part of the 

syllabus. It becomes apparent that rather than colonising for drama, Vander Gucht's 

attitude was holistic and embraced all the arts including literature. 

Vander Gucht's strengths as a teacher are summed up and we focus upon the fact that 

she was a model for her students, she emphasised the need to plan, to negotiate meaning 

with the pupils, to teach the learner and not simply transmit subject matter, and points out 

her quintessential grasp of how dramatic form encapsulates and communicates meaning. 

Because laws increasingly separated dramatic activity at the university from the 

community at large, during the sixties we see how Vander Gucht stepped up her efforts 

(exercised chiefly through the Eoan group in the forties and Theatre for Youth in the 

fifties) to spread drama skills by encouraging her students and colleagues to set up drama 

workshops in the broader community. Professor Taylor points out that it was from this 

involvement-- prompted by Vander Gucht --that her entire work in Alternative Theatre 

has grown. 

Chapter Six Faced with a failure to obtain recognition for the Teacher's Diploma, and 

increasing job opportunities for actors, Vander Gucht phased out the Teacher's Diploma 

and instituted the Performer's Diploma in its place. She also introduced a second BA 

course in Drama and a one year post-graduate course for teachers-- in the hopes that 

since they possessed a degree, her students might be able to secure government teaching 

posts. Vander Gucht also planned and initiated Oral Communication courses at the 

university. 
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In this decade, while young directors around her were innovative and exciting, Van der 

Gucht devoted much of her energy to ensuring that every Performer's Diploma student 

received a thorough training, and staged plays to provide the necessary acting 

opportunities for her many women students. An increasingly fine touch, a powerful 

understanding of dramatic irony and the ability to sustain and evoke dramatic tension is 

evident in her directing in this decade. 

Chapter Seven The seventies ushered in a succession of changes in Van der Gucht's 

circumstances. She was promoted to the rank of Associate Professor, her mother reached 

the age of a hundred, received her telegram· from the Queen and died. Vander Gucht 

resigned from the University shortly thereafter, but not before she had seen that the Chair 

of Drama was created, Robert Mohr appointed, and his vacant lectureship changed into a 

Senior Lectureship. Then Van der Gucht sold her house, said her goodbyes and set off 

for the Far East. During the next fifteen years she travelled regularly to all comers of the 

globe; and we have noticed her intense curiosity and delight in other lands, their peoples 

and beliefs, and the interest she took in how these are manifested in the culture of the 

country. 

After her year abroad she returned to the Cape in 1973; and spurred on by a happy 

collaboration with the French director Edmond Tamiz, she was launched on a new career 

·as a play director. 

Chapter Eight The artistry in her play directing is examined and attention is drawn to the 

following aspects: choice of plays -- with particular reference to Chekhov -- and directing 

contexts. Her practice of thorough research, tactful dealings with designers and stage 

technicians, and her leadership ability are surveyed. In the process of directing she 

promoted group work, but her painstaking search for the most appropriate aesthetic 

choices made her appear vague. Nonetheless the stage movement and grouping that she 

planned maqe sense of the situations in the play. Indeed she took pains to motivate 

logical believeability on stage, based on a thorough knowledge of the script; but pitched 

her directorial comment according to the actor she was dealing with. Her use of 

improvisation is discussed and her patience in letting actors find the truth of a part in 

• 
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their own time; but pretension or shirking received short shrift from her. She was an 

outstanding listener and prepared her actors well for performance. 

Chapter Nine In 1982, in the course of a simple operation, it was discovered that Vander 

Gucht had cancer and the operation had to be greatly extended. Thereafter her life was 

much changed. She learnt to cope with her changed circumstances with dignity, humour, 

fortitude; and against all earlier predictions lived for a further three years, directing -

amongst other plays-- a very beautiful production of Old World. The bravery and grace 

with which she died was her last teaching act. 

EVALUATING HER CONTRlliUTION 

The significance we find in a life as full and busy as hers depends largely upon what 

one is looking for. Vander Gucht's pursuits are, as a body, notable. However, out of all 

the material certain notions seem particularly significant. These are briefly outlined 

below. 

Directini plays is a way of teachini 

Perhaps the key aspects of her contribution as a play director in the Cape, were the 

richness of her own cultural experience, the thoroughness of her investigation of a text 

and consequently the maturity and insight implicit in her directing. And as Professor 

Taylor pointed out, 'Her analysis and understanding of personality was a great strength in 

her work and in her life' (tape recording, 15 November 1985). Her intuitive 

understanding of people in situations was well reflected in the way she staged her plays. 

More than this however-- she used her productions to teach. I leave it to Vander Gucht 

herself to sum up this aspect of her work: 

It's very rewarding directing students, but it is, to me, a teaching practice in 
a way. You are there to make the play a success, and of course you hope 
the public are going to come. But your main objective is to teach them 
something, and to make them feel that they've grown in the production and 
that when it's begun they are going to go on growing -- that they're going to 
develop their parts. And I always used to say to them: 'Well I hoJ?e you've 
learnt somethmg', because that really, I think, is the important thmg .... 
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I tell you a thing that I always do try to do, is to put over what the play is 
about. What is it about? What was the author's intention? And even 1f it's 
not so very well done because you're working with students or whatever, at 
least the audience go away knowing what it was all about and having a point 
of view which one hopes is the point of view of the author .... 

Once an old coloured lady srud to me: 'You know I always like your 
productions because you always do a play which makes one think'; and I 
thought that was a great achievement. She said, 'I never miss one of your 
productions because of that'. And that pleased me, I must say. There. 
(Video recording, 5 November 1985) 

Realism and productivity 

Vander Gucht was very much a realist. She was not inclined to theorise. She worked 

within the situation as she found it. She stood firmly within the liberal tradition -- holding 

strong views on human rights; and she tried, in all her dealings, to be as fair as she could. 

Yet she was not a particularly politically active person, nor was she a philanthropist; nor 

did she try to 'colonise' the Cape to one form of drama or of theatre. Although for much 

of her career she promoted British culture at the Cape, it was not particularly for the sake 

of its 'Britishness'; rather it was what she knew and considered worthwhile. At the same 

time she tried to promote South African material where she saw appropriate opportunity. 

In fact she encouraged dramatic activity -- of necessity of different kinds to suit different 

contexts -- so long as the intentions were sound and the activity meaningful. 

And she taught her students in the same way that she herself functioned. She taught 

them not to be easily put off by discouraging circumstances, to work within the status quo; 

and to do their best. This was good in that she taught her students grit and determination. 

Perhaps, with the benefit of hindsight, we can say that it made them all the readier to 

acquiesce to the strictures of Christian National Education -- where a bit of rebellion may 

have been a better solution. In any event she taught adaptability and resourcefulness; 

which is an antidote to the South African teacher's tendency to say: 'I don't have the 

equipment (or the time or the space) so there is not much I can do'. Her determination, 

energy and hard work inspired others. And by means of a word il! a receptive ear at the 

right time or plain bludgeoning -- where nicer strategies had no effect -- she generated a 

lot of dramatic activity. Her vision was forward looking and she was willing to pass 

responsibility over to others and appreciate the efforts others made. She initiated 
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projects with energy and closed them do"Yll properly -- with due ceremony, and 

appreciative thanks for those who had done the work. 

A question of balance 

A striking quality of her work is its thoroughness and its scope, therefore perhaps the 

significance lies in its holism. Van der Gucht maintained a fine balance between 

opposites which could account for the soundness of what she did. Thus, while she loved 

young people and worked with them a lot, she also worked with, and for, the aged. She 

researched her lectures and plays thoroughly and did her homework but she also 

cherished spontaneous creativity and worked intuitively a lot. For acting training she· 

taught voice production and insisted upon the necessity for technique but she was more 

selflessly appreciative of God-given talent than almost any other person I have met in 

theatre. In educational drama she believed ·in listening to the needs of the child and 

beginning from where the children feel at home, but she also taught that it was the 

teacher's responsibility to be richly resourced with poems, stories, plays and background 

information with which to extend the experience of the children. She put time and energy 

into supporting and refining the most professional theatre in Cape Town, but she put as 

much time and energy into initiating theatre for children and young people far away from 

the sophisticated theatres in the City Centre. Thus it was surely because of the wholeness 

of her contribution that her viewpoints were generally balanced and realistic, shot through 

with humility and a sense of perspective. 

Similarly, in the model she offered for teachers of Speech and Drama, she encouraged 

exploration of every kind of speech situation and dramatic endeavour; and never taught 

that only this or that form of teaching, whether it be speech correction or improvisatory 

drama; was the entire answer. In a radio interview in 1984 with Dewar McCormack, she 

said: 

Another big interest of course in my life has always been drama in 
education and theatre in education, and how it can be used ... as an 
educational tool. And I started this as soon as I arrived here and now there 
are big developments in it: most interesting, exciting developments and it's 
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really taken off and it's affecting youngsters all over South Africa and this is 
very exciting. They don't do it the same as I did it exactly, but its grown -
one thing grows from another .... 

... I think it's broader, and in some ways more exciting, more adventurous, 
more daring, more interesting: they tackle topics that probably in my day 
would be not very acceptable to, to tackle ... -- in dramatised form. It's a-
well you know really Dewar to start on Theatre in Education - you'd be 
here for another two hours!... But I just want to point out that it is a very 
important part of the education of young people in my opinion -- ... the use 
of drama in education. 

Weighed against this, in a taped interview with Pamela Gundle in 1985, she said: 

Integricy 

· It seems to me th~re should be room for everything and everyone. The 
teachers who want to teach in the more formal way, want to l.IIlprove 
peoples' voices, want to let ... children study poetry in depth, well why 
shouldn't they? 

And I think that that is a danger when a new thing comes in: that everybody 
goes overboard and does the new thing because it's exciting and it's 
different and it's fashionable, and ... a lot of the other things perhaps are 
thrown away. I always think of course that you've got to teach what you can 
teach and what you want to teach: what you can give. If you can give 
something in 'that' area, .well, all right, give it! ... So there's place for 
everybody and every kind of teaching. 

Her personal integrity and unwavering loyalty to a sound drama education -- of 

whatever orientation --we would do well to remember. In the radio programme in 

memory of Vander Gucht on the SABC (compiled by Noreen Alexander), Pieter Fourie 

who had been Artistic Director of CAP AB Drama said: 

Above all I'll remember Rosalie for her integrity. I was fortunate enough to 
work for seventeen years with her as a member of the CAP AB Drama 
Committee, and the integrity I've experienced from her was never equalled 
by anybody I've met in the profession. 

You know once we planned a production for Maynardville. It was a very 
important production of the year. And I suggested as director an ex-student 
of hers (one of her best ever) -- a close friend of Rosalie, and she opposed 
it. She opposed it very, very strongly. And the production was eventually 
done not with her as director. And the reason was that Rosalie believed she 
wasn't the right director for this particular play. And that is total, total 
integrity. 
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Van der Gucht's students, colleagues and friends knew that they could rely upon her to 

tell them the truth about their work; or if asked, about their lives. Drama and Theatre 

are fields of endeavour where personal beliefs, commitments and tastes define the scope 

of one's endeavours; and the development of one's work, or talent, is somewhat 

dependent upon the truthfulness of one's responses. Under these circumstances, to 

receive guidance from a highly experienced, knowledgeable and talented teacher whom 

you can rely upon to deal with you honestly, is a gift indeed; and it seemed as if Vander 

Gucht could not operate otherwise. Even when she was irritated by someone's work she 

would make that quite apparent to the poor unfortunate! In spite of this, her honesty 

added much to her value for those who worked with her. 

A social orientation 

Van der Gucht identified quite profoundly with the social nature of human experience, 

and of drama. When directing she would frequently opt to promote the strength of the 

whole cast -- not necessarily over the individual actor but rather for that actor's best 

development. From 1943, when she decided to emphasise the group process in the 

production of NQah, to her mature, ensemble productions of Chekhov's plays in the 

seventies, she put energy and leadership experience into welding callow school children, 

immmature, over-eager drama students, nervous would-be stars and experienced actors 

into play casts with a group aim beyond the needs of individuals out of which they were 

composed: who learnt to respect each other and work together to communicate the play. 

This bonding ability rested mainly on her capacity as a communicator: through the way 

she spoke, the way she listened and the way she wove the fabric of meaning, because in 

essence she was an oral educator. 

Oral educator 

Drama has greatly to do with the orality of literature; and while Van der Gucht never 

obtained a university degree, she had trained with Elsie Fogarty who was teaching the art 

of speaking even before the radio was in common use. As Ron France so aptly said: 
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The thing that set Van apart was her speech: very precise, very exact. She 
was a forceful speaking woman. She established in the students' minds 
what good speech was. She didn't give hurried opinions; there was a clarity, 
a deliberateness of thought to her speech -- it was almost as if she etched 
the words in your mind [my emphasis]. (Interview) 

Van der Gucht had a wonderful mastery of spoken English. In discussion or solo speech 

she could shift from discursive thinking aloud, to questioning, to explanation, to 

informing, to the communication of fundamental beliefs, with ease and capability so that 

not only was she the possessor o( a good memory and of insight into people but she also 

had the power to communicate the same to them. Her warm, rich voice -- given to arched 

inflexions and occasional complete croakiness -- was eminently 'listenable to'. Her 

language was rich and varied but always pitched to be maximally intelligible to her 

hearers. So personalised was her transmission or explication of content, that it was almost 

as if you grew through the interchange with her. Indeed, part of her reputation for total 

honesty is probably due to the fact that she was able to express herself so accurately -

without selfconscious flourish or vacillating equivocation. 

She had the mark of an oral educator too, in that she had key phrases and aphorisms 

which she often repeated and which her pupils remember and quote: such as 'Teach the 

child, not the subject'; and 'Yes, that's all very well, but what does it mean?' and of course 

the renowned 'There!'. She was not afraid of repetition, (generally an anathema in 

written communication) or of stating the obvious -- in fact she used both to good effect. 

She loved poetry speaking and story telling, both of which she did remarkably well. Her 

repertoire of poems that she knew by heart was extensive and she was renowned for 

prompting (from her .adjudicator's seat) Eisteddfod entrants and nervous students who 

forgot their words -- from memory. She knew large chunks of plays -- especially 

Shakespeare -- by heart; and this oral material was useful, even essential, to Van der 

Gucht -- as some Africanists argue it should be for the communities of Africa. (See 

Katengo and Mwale in Oral Traditions in Southern Africa pp.473-5.) Vander Gucht's 

teaching, rather than tending towards analysis in the Western European style of 
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scholarship, .tended towards a coherence -- the synthesis of ideas, in the manner of 

African oral education. She liked to draw the threads of any subject together; to weave a 

fabric of meaning; to make links for her pupils between what they already knew and 

anything new which they might discover. As an interpreter of play scripts, she extracted 

the meaning by pointing out the links between characters, situations, scraps of dialogue, a 

single moment and the passage of the entire play. Oral education leaves more space for 

the exercise of intuition, for thinking in context - thinking on your feet. In the oral 

teaching situation, communication happens not only in words, but in the intonation of the 

voice, in gesture, and in the impact of the physical presence of the educator. It is not 

learning abstracted from life, but learning happening in life, in the present -- in the 

presence. It was Vander Gucht's presence, and her enthusiasm, and her common sense, 

and her mannerisms and her very particular, most noticeable voice and way of speaking: 

all these were part of what she taught, because through her communication flowed her 

powerful identification with people. She wove the bonds of society, its kinship links and 

its sodality, about herself and those she taught. 

In 1870 Arber, in the Introduction to Ascham's Scholem wrote: 'The influence of 

simply Oral Teachers rests chiefly in the hearts and minds of the taught' (The Oxford 

English Dictionaty p.886). In the television interview with Noreen Alexander screened 

on 5 November 1985, Vander Gucht said: . 

Really, teaching is my thing .... I think it is because I am very interested in 
people. I like people. I like young people, and it gives me a certain amount 
of satisfaction to be able to help them and to direct them. And acting and 
play directing is very ephemeral but if you manage to get over something to 
a young person which they remember, you've achieved something. It 
doesn't often happen, but every now and then somebody says to you: 'I 
always remember that you said this --' or I've even had letters; 'Thank you 
for what you said in --'. And you've probably forgotten that you ever said 
such a thing, but this has made a mark and has had a certain amount of 
influence -- hopefully for the good -- and that does give you satisfaction. 
(video recording) 

Rosalie Vander Gucht's contribution to education in South Africa with specific reference 

to Speech and Drama, can only be evaluated by seeing the depth and scope of her work, 
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in relation to how she did it, and the kind of person that she was. Her infusion of 

personal values, understanding of context, and dramatic content, into the minds and 

hearts of those whom she taught, was achieved through her spoken English . 
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APPENDIX A 

PLAYS DIREcrED BY ROSALIE VANDER GUCHT 

PRE 1942 

Note It is not possible to date productions prior to Vander Gucht's appointment at the 
University of Cape Town. Her papers contain only lists of plays of various kinds. 
However it can be assumed that the majority were produced at Malvern -- for the school 
pupils, the school staff and the Malvern Amateur Dramatic Society. Thereafter, at least 
some of the plays she directed for the Questors Theatre are identifiable, and those she 
directed in Grahamstown. Others may have been produced at Farringtons. 

ONE ACf PLAYS 

The Emperor's New Clothes, Harcourt Williams (for juniors) 

Scenes from a Christmas Carol, Charles Dickens (for juniors) 

The Princess and the Woodcutter, A A Milne (for juniors) 

Six Who Pass While the Lentils Boil, Walker (for juniors) 

The Little Father of the Wilderness, Strong (for middle and senior school) 

Cathleen ni Houlihan, W B Yeats (for middle and senior school) 

Sad about Europe, Johnson (for middle and senior school) 

Beginner's Luck, ME Atkinson (for middle and senior school) 

Puck's Good Deed for the Day, Bourne (for middle and senior school) 

Tyranny and Tea Cakes, Olive Popplewell (for staff) 

The Pacifist, Olive Popplewell (for staff) 

Women at War, Percy (for staff) 

The Tauton Maids, Pocock 

The Boy of Bisley, Clemens 

Far Far Away, Philip Johnson 

Its Autumn Now, Philip Johnson 

Hiss the Villain, unknown 

Idols, Phoebe Rees 

Today of all Days, Philip Johnson 
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OPERE'ITAS 

The Gypsey Laddie, unknown 

The Charcoal Burner's Son, L de Garde Peach 

Fat King Melon and Princess Caraway, A P Herbert 

The Stranger, probably John Finnemore 

NATIVI1Y PLAYS FOR MIDDLE AND SENIOR SCHOOL 

Eager Heart, AM Buckton 

Bethlehem, Laurence Housman 

The Child in Flanders probably Cicely Hamilton 

Road to Bethlehem, probably Whitehouse and Cook 

The Unveiling, Gwendolyn Downes 

The Legend of Baboushka, Stephanie Cotton 

The Christmas Rose, Pauline Phelps 

THREE ACf PLAYS 

A Hundred Years Ago, Sand J A Quintero (for middle and senior school) 

The Immortal Lady, Clifford Bax (for middle and senior school) 

The Would Be Gentleman, Moliere, trans. Anstey (for middle and senior school) 
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Pride and Prejudice, Eileen and Sir John Squire, adapted from the novel by Jane Austen 
(for staff) 

The Cradle Song, Martinez Sierra (for staff) 

The Truth about Blayds, A A Milne (for Malvern Amateur Dramatic Society) 

Mary Rose, J M Barrie (for Malvern Amateur Dramatic Society) 

Cinderella, a pantomime 

Family Affairs, Gertrude Jennings 

Pageant of Famous Women 

The Wakefield Shepherd's Play, an old English Miracle play (for Questors Theatre) 

Dandy Dick, A W Pinero (for Questors Theatre) 

Candida, G B Shaw (for Questors Theatre) 

Days Without End, Eugene O'Neill (for Questors Theatre) 
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I Have Five Daughters, Margaret MacNamara (for Grahamstown Training College 
Dramatic Society) 

1943 

March: Noah, Andre Obey, for the Speech Training Department 
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September: (scenes from) As You Like It, William Shakespeare, and The Sante Fe Trail, 
Vachell Lindsey, for the Speech Training Department 

October: Mrs Warren's Profession, G B Shaw, for the Little Theatre Players 

December: The Barretts ofWimpole Street, Rudolf Besier, for the Repertory Theatre 
Society 

month uncertain: Tobias and the Angel, James Bridie, for the Eoan Group 

1944 

March: Heart of a City, Lesley Storm, for the Speech Training Department 

September: (scenes from) Much Ado About Nothing, William Shakespeare, The Rivals, 
Sheridan, and Murder in the Cathedral, T S Eliot, for the Speech Training 
Department 

November: The Cherry Orchard, Chekov, for the Repertory Theatre Society 

1945 

September: The Boy with a Cart, Christopher Fry, for the Speech Training Department 

1946 

May: The Skin of Our Teeth, Thornton Wilder, for the Speech Training Department 

March / April and revived in July: The Tempest, William Shakespeare, in the City and 
Woodstock Town Halls for John Dransfield's company of actors 

September: The Red Velvet Coat, Josephina Niggli, for the Speech Training Department 

December: lphigenia in Taurus (Opera), Gluck, with Nancy Body and Erik Chisholm 
conducting, for the College of Music 

1947 

April: Antigone, Jean Anouilh, with Joyce Burch for the Speech Training Department 

September: The Merchant of Venice, William Shakespeare, for the Speech Training 
Department 

1948 

September: The Wild Duck, Ibsen, for the Speech and Drama Department 

1949 

March: The Match Girls, Robert Mitchell, for the Speech and Drama Department 
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1950 

March: The Young and the Fair, Richard Nash, for. the Speech and Drama Department 

June: Romeo and Juliet, William Shakespeare, for the Speech and Drama Department 

October: (scenes from) The Doll's House, Ibsen, for the Speech and Drama Department 

1951 

March: The Admirable Chrichton, Barrie, for the Speech and Drama Department 

1952 

March: Arena Entertainment, devised and directed with Mavis Taylor, on tour for 
Children's Theatre 

September: The Oresteia, Aeschylus, for the Speech and Drama Department 

1953 

February: The Linden Tree, J B Priestley, for the Little Theatre Players 

September: Cranford arr. Martin Coleman, for the Speech and Drama Department 

1954 

June: As You Like It, William Shakespeare, for the Speech and Drama Department 

October: Let's Make an Opera, Benjamin Britten, with musical direction by Geoffrey 
Millar, in the Labia Theatre for Children's Theatre 

1955 

May: The Rivals, Sheridan, for the Speech and Drama Department 

1956 

March: The Summer House (world premiere), Cecil Jubber,for the Little Theatre Players 

June: The Winter's Tale, William Shakespeare, for the Speech and Drama Department 

December: The Living Room, Graham Greene, for the Little Theatre Players and the 
Repertory Theatre Society 

1957 

September: Dofta Rosita, Garcia Lorca for the Speech and Drama Department 

1958 

March: The Good Woman of Setzuan, Bertolt Brecht for the Speech and Drama 
Department 
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1959 

May: Hamlet, William Shakespeare, for the Speech and Drama Department 

December and toured in March 1960: Seraphino, Molly McArthur, at Sea Point Boys 
High School hall for Theatre for Youth 

1960 

May: Antony and Cleopatra, William Shakespeare, for the Speech and Drama 
Department 

1961 

March: Tom Sawyer, John English, at the Claremont Civic Centre, Rondebosch Boys 
High School and Sea Point Boys High for Theatre for Youth 

1962 

May and revived in July: Royal Gambit, Hermann Griessieker, with Colleen Fowles for 
the Speech and Drama Department 

1963 

June: Serjeant Musgrave's Dance, John Arden, for the Speech and Drama Department 

November: Uncle Vanya, Chekhov, for the Little Theatre Players 

1965 

June: Murder in the Cathedral, T S Eliot, for the Speech and Drama Department 

September: Eight Women, Robert Thomas, in the Arena Theatre for the Speech and 
Drama Department 

1966 

April: Billy Liar, Keith Waterhouse and Willis Hall, for the Speech and Drama 
Department 

1967 

May: The Trojan Women, Euripides (trans. Sartre ), for the Speech and Drama 
Department 

July: A Lily in Little India, Donald Howarth, in the University Great Hall for the 
University Players, Wits 

1968 

August: The House of Bemada Alba, Garcia Lorca, for the Speech and Drama 
Department 

November: The Seagull, Chekhov, for the Little Theatre Players 
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1969 

June: Little Women, Sheila Corbett, for the Speech and Drama Department 

month uncertain The Last Voyage, Pauline Smith, for the South Academy of English in 
Africa Conference in Grahamstown. 

September: Trelawney of the Wells, A W Pinero,for the Speech and Drama Department 

1970 

April: Three Sisters, Chekhov, in the SACS Hall for the Speech and Drama Department 

August: The Crucible, Arthur Millet; for the Speech and Drama Department 

1973 

June: TartufTe, Moliere)'for the Speech and Drama Department 

(August: Translator for the director: Edmond Tamiz for his production of School for 
Wives, Moliere, in the Nico Malan Theatre for CAP AB) 

December: Hay Fever, Noel Coward, for the Little Theatre 

1974 

February: A Collier's Friday Night, D H Lawrence, in the Hofmeyer Theatre for CAP AB 

February: Lorenzo, Graham Pitt, in the Hofmeyer Theatre for CAPAB 

April: . The Lark, Jean Anouilh, in the Moth Hall for the Bergvliet Dramatic Society 

June: Three's Company, Eugene Labiche, in the Space Theatre for the Space Theatre 

1975 

June: Time and the Conways, J B Priestley, in the Arena Theatre for the Speech and 
Drama Department 

July: The Wood Demon, Anton Chekhov, in the P ACOFS Little Theatre for P ACOFS 

September: A Doll's House, Henrik Ibsen trans. James Walter McFarlane, in the 
Hofmeyer Theatre for CAP AB 

October: The Story of an African Farm, James.Ambrose Brown, in the 308 Arena 
Theatre for CAP AB · 

December: Nativity, Ian Ferguson, at St George's Cathedral for The Centre 

1976 

March: Drie Susters, Anton Chekhov trans. Robert Mohr, in the Nico Malan Theatre for 
CAPAB 

May: Lady from the Sea, Henrik Ibsen, for the Speech and Drama Department 

June: Ring round the Moon, Jean Anouilh trans. Christopher Fry, for PACOFS 
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1977 

April: The Merchant of Venice, William Shakespeare, on the library steps University 
Avenue, for the UCf Dramatic Society 

April: Living and Laughter: A Shakespearian Programme, scripted by J o Dunstan, in the 
Masque Theatre for the Imps Drama Workshop; revived in May at St Georges 
Cathedral for The Centre 

August: The Cherry Orchard, Anton Chekhov, in the Observatory Theatre, Boemfontein 
for PACOFS; revived in March 1978 at the H B Thorn Theatre ~d the Oude 
Ubertas Amphitheatre, Stellenbosch 

October: Blithe Spirit, Noel Coward, at the Alexander Theatre for PACf 

1978 

February: A Delicate Balance, Edward Albee for the Baxter Theatre 

month uncertain: Hamlet (Theatre in Education Programme), for touring through 
Transvaal High Schools for P ACf 

June: Who is Sylvia?, Terence Rattigan, for the Speech and Drama Department 

September: Thi:ee Sisters, Anton Chekhov, in the Observatory Theatre, Bloemfontein for 
PACOFS 

1979 

March: Antigone, Sophocles, at the Uttle Theatre and the Oude Libertas Amphitheatre 
for Oude Ubertas 

December: Relatively Speaking, Alan Ayckbourn,in the Nico Malan Theatre for CAP AB 

1980 

June: The Seagull, Anton Chekhov, in the Hexagon Theatre Pietermaritzburg, for the 
Department of Speech and Drama, University of Natal, Pietermaritzburg. 

1981 

April: The Robe, an adaptation of Uoyd C Douglas's novel by Peter Krummeck, in the 
Baxter Concert Hall for Compass. 

July: Beecham, Caryl Brahms and Ned Sherrin, at the Rhodes University Theatre, 
Grahamstown, as part of the Five Roses National Festival of the Arts, and then in 
the Baxter Concert Hall, for the Company ofF our (Rene Ahrenson, Cecilia 
Sonnenberg, Donald Inskip, Leonard Schach) 

August: The Winter's Tale, \Villiam Shakespeare, for the Speech and Drama Department 

1982 

September: Richard Gush of Salem, Guy Butler, in the Rhodes Theatre for the Speech 
and Drama Department of Rhodes University 



1984 

March: Old World, Aleksei Arbuzov, in the Baxter Studio, for the Baxter Theatre; 
revived in September at the Leonard Rayne Theatre in Johannesburg 
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May: The Importance of Being Oscar, Michael Macliammoir's entertainment on the life 
and works of Oscar Wilde, for the Baxter Theatre; revived in June at the Leonard 
Rayne Theatre in Johannesburg, also at the Elizabeth Sneddon Theatre in 
Durban, and the Hexagon Theatre, Pietermaritzburg in October 

J985 

Easter: The Davidson Affair scripted from the book by Stuart Jackson, in StGeorge's 
Cathedral on Good Friday for the St George's Cathedral congregation. 
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APPENDIXB 

PLAYS IN WHICH ROSALIE VANDER GUCHT AcrED 

~ This Appendix was compiled mainly from the Little Theatre Press Cuttings Books 
and otherwise from sources too various to usefully mention. 

PRE 1937 

The Lady with a Lamp, Reginald Berkeley 

Daddy Long-Legs, Jean Webster 

Pride and Prejudice, adapted from the novel by Jane Austen, by Eileen and Sir John 
Squire 

The Pacifist, Olive Popplewell 

The Doll's House, Henrik Ibsen 

Women at War, Edward Percy 

Far, Far Away, Philip Johnson 

The Importance of Being Earnest, Oscar Wilde, for the Malvern Amateur Dramatic 
Society 

Mary Rose, J M Barrie, for the Malvern Amateur Dramatic Society 

The Tame Cat, author unknown, for the Malvern Amateur Dramatic Society 

Berkeley Square, John Balderston, for the Malvern Amateur Dramatic Society 

The Romantic Young Lady, Martinez Sierra, for the Malvern Amateur Dramatic Society 

At Mrs Beam's, C K Munro, for the Malvern Amateur Dramatic Society 

The Cherry Orchard, Anton Chekhov, directed by Tyrone Guthrie as part of a Summer 
School course 

1942 

August: Arsenic and Old Lace, Joseph Kesselring, directed by Costa Couvara, in the 
Little Theatre for the Repertory Theatre Society 

1943 

May: Cradle Song, Martinez Sierra, directed by Leontine Sagan, in the Little Theatre for 
the Speech Training Department 

1944 

May: Family Portrait, Leonore Coffee and William Joyce Cowan, directed by Ruth 
Peffers, in the Little Theatre for the Speech Training Department 
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1947 

April: Antigone, Jean Anouilh, directed by Rosalie Van der Gucht and Joyce Burch, in 
the Little Theatre for the Speech Training Department 

1948 

March: The Glass Slipper, Eleanor and Herbert Farjeon, directed by Matine Harman, in 
the Little Theatre for the Speech Training Department 

December: The Glass Menagerie, Tennessee Williams, directed by Leonard Schach, in 
the Little Theatre for the Speech Training Department 

1949 

November: The Old Ladies, Rodney Ackland, directed by Audrey Pearce, in the Little 
Theatre for the Little Theatre Players· 

December: The lmportan~e of Being Earnest, Oscar Wilde, directed by Rene Ahrenson, 
in the Little Theatre for the Little Theatre Players 

1950 

December: Intermezzo, Jean Giraudoux, directed by Arnold Pearce, in the Little Theatre 
for the Little Theatre Players 

1954 

March: The River Line, Charles Morgan, directed by Leonard Schach, in the Little 
Theatre for the Little Theatre Players 

1955 

December: Tiger at the Gates, Jean Giraudoux, directed by Leonard Schach, for the 
Little Theatre Players 

1975 

month uncertain: The Blessington Letters (radio play), Annette Mackenzie and Jack 
Mullen, for SABC Radio on Settlers Day. 

1982 

May: Uncle Vanya, Anton Chekhov, directed by Robert Mohr, in the Baxter Theatre, for 
the Baxter Theatre 
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APPENDIXC 

PRODUCfiONS FOR CHILDREN OR YOUNG PEOPLE, CONVENED OR 
DIRECIED BY VAN DER GUCHT 

242 

~ This appendix was compiled from evidence appearing in the Minutes of Committee 
meetings of Theatre for Youth 1956 - 1970, other papers of Theatre for Youth in the 
private possession of those interviewed, information gleaned from interviews, and Donald 
Inskip's Forty Little Years. 

1948 
March: The Glass Slipper, Eleanor and Herbert Fargeo~ dir. Matine Harm~ in the 

tittle Theatre for the Speech and Drama Department 

1949 
November: Christmas in the Market Place, Henri Gheo~ dir. Matine Harman, in the 

tittle Theatre for the Speech and Drama Dept 

1951 
March: Hansel and Gretel, dir. Hazel Casson, in the Cathedral Hall for Children's 

Theatre 

August: Beauty and the Beast, Nicholas Stuart-Gray~ dir. Leonard Schach, at the Little 
Theatre for UCT Dramatic Society and on tour in association with Children's 
Theatre 

September: Puppet Show, created and dir. Stephen de Villiers, at the Frank Joubert Art 
Centre for Children's Theatre 

1952 
March: Arena Entertainment, dir. and devised Rosalie Vander Gucht and Mavis Taylor, 

on tour for Children's Theatre 

July: The Tinder Box, Nicholas Stuart-Gray, dir. Hazel Casson, in the Little Theatre and 
on tour for Children's Theatre 

1953 
March: Toad of Toad Hall, A A Milne, dir. Helen Houghto~ in the Gordons Institute and 

Bellville Hall for Children's Theatre 

April and following: Christopher Columbus (tape recording), Louis Macneice, recorded 
by Cecil Jub!Jer, (cast led by Frank Spears), circulated to schools for Children's 
Theatre (and Theatre for Youth from 1956) 

May: Repelsteeltjie, Catherine Ellis Wilkinso~ trans. and dir. Leonie Pienaar, in the 
tittle Theatre for the Speech and Drama Department and on tour to Bellville and 
Stellenbosch for Children's Theatre 

June: University Ballet, created and dir. Dulcie Howes, at the Gordons Institute for 
Children's Theatre 

June: The Importance of Being Earnest, Oscar Wilde, dir. Helen Houghton, on tour for 
Children's Theatre 

August: The Princess and the Swineherd, Nicholas Stuart-Gray, dir. Hermien Dommisse, 
in the Labia Theatre for Children's Theatre 
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December: The Snow Queen, Cecil Jubber, dir. Gretel Mills, in the Little Theatre for the 
Speech and Drama Department 

1954 
February: The Hogarth Puppets, in the Little Theatre and extensively toured for 

Children's Theatre in collaboration with NTO 

April: The Critic, Sheridan, dir. Leonard Schach, in the Little Theatre and on a secondary 
school tour for the Speech and Drama Department in association with Children's 
Theatre 

September: 'Iiekie die Harlekyn, dir. Leonie Pienaar, Bellville and Stellenbosch Halls for 
Children's Theatre 

October: Let's make an Opera, Benjamin Britten, dir. Rosalie Vander Gucht, musical 
dir. Geoffrey Millar, in the Labia Theatre for Children's Theatre 

1955 
March: The Three Wishes, James Ambrose Browne, dir. Dorothy Fairlie, a production of 

the Drama Centre (with a 'coloured' cast) at the Woodstock Town hall (for mixed 
audiences), and on tour to 'coloured' Primary schools for Children's Theatre 

October: Pinocchio, Brian Way, dir. Gretel Mills, on tour for Children's Theatre 

1956 
April: Pygmalion, G B Shaw, dir. Gretel Mills, a Speech and Drama Department 

production, secondary school tour in association with Theatre for Youth 

August: Antony and Cleopatra (play reading and tape recording), Shakespeare, dir. 
Rosalie Vander Gucht, at Rondebosch Boys High School (hereinafter called 
RBHS) for Theatre for Youth 

August: Puppet Plays (including The Frog Prince), UCT Art, and Speech and Drama 
students, under guidance of Stephen de Villiers and Gretel Mills, primary school 
tour for Theatre for Youth 

October: Kalulu the Cunning Hare adapted and dir. Gretel Mills, in the Gordons 
Institute, Brooklyn, Green Point, and Muizenberg Halls for Theatre for Youth 

1957 
May: Educational Film Shows, tour to Epping, Lansdowne and Oakhurst for Theatre for 

Youth 

June: The Magic Lighter, dir. Jobie Stewart, at Muizenberg for Theatre for Youth 
(August at Gordons Institute) 

1958 
February: Bantu Theatre Company, dir. Teda de Moor, at Sea Point and Rondebosch 

halls for Theatre for Youth 

March: Ballet 

April - May: Arms and the Man, G B Shaw, dir. Leonard Schach, for the Little Theatre 
Players and the Repertory Theatre Society, toured to RBHS under the auspices of 
Theatre for Youth 
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May: Hansel and Gretel, Madge Miller, dir. Nigel Hawthorne, performed in six Peninsula 
primary school halls for Theatre for Youth 

September: Moira lister presents People in Love, for a matinee performance at RBHS 
for Theatre for Youth 

October: Theatre for Youth Puppet Group, dir. Uly Herzberg, in the little Theatre and 
on tour to primary schools for Theatre for Youth 

December: Circus Adventure, James Ambrose Browne, dir. Helen Houghton, in the 
Labia Theatre for Theatre for Youth 

1959 
June: Holes in the Soles, written and dir. Gretel Mills, music Donald Black, in the 

Gordons Institute, Muizenberg and Herzlia halls for Theatre for Youth 

June: Hamlet, Shakespeare, dir. Rosalie Vander Gucht, a Speech and Drama 
Department production toured to RBHS for Theatre for Youth 

July: Bantu Theatre Company, created and dir. De Moor, Makanya, Tracey and Masinga, 
at RBHS for Theatre for Youth 

November: Theatre for Youth Puppet Group, dir. Lily Herzberg, tour to primary schools 
for Theatre for Youth 

December: Seraphino, Molly McArthur, dir. Rosalie Vander Gucht at Sea Point Boys 
High School hall for Theatre for Youth 

1960 
March: Seraphino, revived and toured to RBHS, Masque Theatre for Theatre for Youth 

August: Angel of the Prisons, written, dir. Brian Way, at the old SACS hall, UCf and 
toured to Cape senior schools in association with Theatre for Youth 

August- September: Rhythm in Movement and Sound, created and dir. Matine Harman, 
tour to Cape schools, Zonnebloem College, Strand, Paarl and Wellington Training 
Colleges, Stellenbosch and the Uttle Theatre for Theatre for Youth 

December: Christmas Readings (an Anthology), compiled by Peter Henshall and Rosalie 
Vander Gucht, dir. Rosalie Vander Gucht, tour to Cape schools for Theatre for 
Youth 

1961 
February: The Miracle Worker, William Gibson, dir. Leonard Schach, Cockpit Players 

tour to schools in association with Theatre for Youth 

March: Bantu Theatre Company, created and dir. Teda de Moor, tour to RBHS and 
SACS for Theatre for Youth 

March: Tom Sawyer, John English, dir. Rosalie Vander Gucht, at the Claremont Civic 
Centre, RBHS and Sea Point Boys High, for Theatre for Youth 

May: Joyce Burch Readings: a programme of South African Poetry and Prose, a high 
school tour for Theatre for Youth 

December: Christmas Programme, a tour to Cape schools (two performances a morning), 
for Theatre for Youth 
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1962 
February: Flora Robson Readings, recital at SACS school and the Hofmeyer Theatre, 

Leonard Schach (producer) in association with Theatre for Youth 

October: Teatro dei Picoli, Keith Anderson's Puppets, three week tour to schools (two 
performances a day) on behalf of Theatre for Youth 

November: Christmas Programme, tour of six Cape high schools for Theatre for Youth 

1963 
March- April: Hans, the Witch and the Goblin, Alan Cullen, dir. Mariel Dexter at the 

Claremont Civic Centre and the Masque Theatre Muizenberg, for Theatre for 
Youth 

July: Cowboys in Space, created and dir. Mrs Perks (Jill Fletcher), in the Masque Theatre 
Muizenberg for Theatre for Youth 

September: Fantasy of Kirsten bosch : a pageant of ballet, mime, narration and music, 
devised and dir. Matine Singer (Harman) and Mary Suckling, for Theatre for 
Youth for the Kirstenbosch Jubilee Celebrations 

1964 
May: International Conference of Children's Theatres, attended by Mary Tilley of 

Children's Theatre, Johannesburg, who represented Theatre for Youth and 
submitted a report 

June -July: Theatre for Youth Winter School of Drama, at Cape Town High School and 
the Uttle Theatre, staffed by ~est lecturers and 'permanent staff, Robin Malan, 
Colleen Fowles, Cynthia Balsillie and Avril Chiat 

June: The Tree that Sat Down, Frank Lazarus, dir. Mavis Taylor in the Uttle Theatre for 
the Department of Speech and Drama 

July: Bantu Theatre, dir. Mariel Dexter at RBHS, Wynberg Boys High and SACS for 
Theatre for Youth 

October: Dramatised Stories, compiled and dir. Yvonne Asherson with first students of 
the Speech and Drama Department, toured to a few 'non-European' primary 
schools for the Speech and Drama Department 

1965 
March: The Silver Whistle, Peter B Mace, dir. Colleen Fowles, tour to Cape primary 

schools and Saturday morning performances (May and June) in the Little Theatre 
for Theatre for Youth in association with the Speech and Drama Department 

October: The Barrets ofWimpole Street, R Besier, dir. Roy Grant and the City Players, 
tour of Cape high schools for Theatre for Youth 

1966 
March: Cakes for the King, Patrick Mace, dir. Avril Chiat, tour of eight Cape primary 

schools for Theatre for Youth 

June: Theatre for Youth Winter School of Drama, includin~ proouction (July 6) of The 
Struggle, Brian Way (in segments) general dir. Robm Malan, with Avril Chiat, 
Brigid Bates, Valene Shwer and Rocky Glaun · 

October: The Importance of Being Earnest, Oscar Wilde (tape recording), dir. Roy 
Sargeant, for circulation to schools for Theatre for Youth 
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1967 
March: The Silver Curlew Eleanor Farjeon, dir. Marcia Berger and Elizabeth Coates in 

the Little Theatre for the Speech and Drama Department and on tour to Cape 
primary schools in associat10n with Theatre for Youth 

April and following: The Living Tradition, a programme of Senior setwork poetry, (tape 
recording) compiled and dir. Avril Chiat, distributed to schools for Theatre for 
Youth 

June -July: Theatre for Youth Winter School of Drama, in the Little Theatre, Robin 
Malan general co-ordinator 

November- December: UCf School of Fine Art Puppet Show, dir.Stephen de Villiers, at 
the Puppet Room in the University Quad, sponsored and co-ordinated by Theatre 
for Youth 

1968 
May: Arms and the Man, G B Shaw, adapted by Mollie Thompson (tape recording) dir. 

Roy Sargeant, for distribution to senior schools for Theatre for Youth 

June --July: Theatre for Youth Winter School of Drama, staffed by Audrey Babrow, 
Susan Savage, Marilyn Katz, Astri Muldal and Marion Craig-Smith 

September: Prefabulous Animals, dir. Tessa Marwick assisted by Rosalie Vander Gucht, 
students of the Speech and Drama Department tour to four primary schools and 
SHA WCO in association with Theatre for Youth 

November: A Shadow Play, Petrushka, The Ancient Britons and Rumpelstiltskin (Puppet 
Plays), students of the School of Fine Art UCf, dir. Stephen de Villiers, at the 
University Puppet room in association with Theatre for Youth 

1969 
January: Fun and Fiddle-de-Dee, devised and dir. Limpie Basson in the Little Theatre for 

Theatre for Youth 

April and following: A Galaxy of Poems Old and New (tape recording) compiled by Susan 
Savage and Peter Henshall, for distribution to senior schools for Theatre for Youth 

circa April: A Second Book of Modern Prose (tape recording), with Michael Atkinson, 
Mollie Thompson and Robin Malan reading, for distribution to Cape Senior 
schools for Theatre for Youth 

June -July: Theatre for Youth Winter School of Drama, including production of Comedy 
Tonight in the Little Theatre, general dir. Susan Savage 

August: Cape Parade Adventure, devised and dir. Janice Honeyman, in the Little Theatre 
for the Speech and Drama Department and on tour for Theatre for Youth 

1970 
March: The Thwarting of Baron Bollingrew, Robert Bolt, dir. Limpie Basson, on tour to 

schools in Stellenbosch, Somerset West, Paarl, Fishoek, Athlone, Windemere, 
Bellville for Theatre for Youth and then in the Little Theatre for the Speech and 
Drama Department 

May - June: 'n Potjie met Suurpruime, an Afrikaans programme of verses, sketches and a 
short play for English-speaking primary children, compiled and dir. Limpie Basson, 
with students of the Speech and Drama Department on tour for Theatre for Youth 
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May and following: Pride and Prejudice (tape recording), Jane Austen, adapted by 
Helene Rindl and Rosalie Vander Gucht, dir. Patrick Kohler, for distribution to 
senior schools for Theatre for Youth 

June and following: Pygmalion, (tape recording), G B Shaw, dir. John Springett, for 
circulation to senior schools for Theatre for Youth 

June: Theatre for Youth Winter School of Drama, staffed bY. Susan Savage, Limpie -
Hasson, Johan van Jaarsveld, Marion Craig-Smith, J1ll Cooke, John Kennedy, Astri 
Muldal, Adrienne Murcott, general dir. Robin Malan, Studies in Style, a 
performance of devised plays on July 1 in the Little Theatre 

July: They Came to No City: an 1820 Settlers Programme, compiled by Pat Kingsley-Hall 
and dir. Limpie Hasson, for a country tour and one performance in the Orton Hall, 
Rustenburg Junior School, Cape Town. High schools visited included ones at: 
Oudtshoorn, Calitzdorp, George, Mosselbay, Riversdale, Heidelberg, Montagu, 
Robertson, Bredasdorp, Caledon, Riviersonderend, Hermanus, Villiersdorp, 
Strand, for Theatre for Youth 

1971 
January: A Cinderella for a Mad Hatter, devised and dir. Limpie Hasson, in the Arena 

Theatre UCf for Theatre for Youth 

Month uncertain: Extracts from Afrikaans setworks for Std 10 (tape recording), from 
Treknet, Boemeef: 'n Keur uit sy Prosa, and Vyfling, compiled and dir. Limpie 
Hasson, with lrmela Pakendorf and Johan van Jaarsveld, for distribution to Cape 
Schools for Theatre for Youth 

June: Theatre for Youth Winter School of Drama, general dir. Astri Muldal and Limpie 
Bass on 

Month uncertain: A Man for all Seasons (tape recording), Robert Bolt, for distribution to 
Cape senior schools, for Theatre for Youth 

October: The Diary of Iris Vaughan, compiled and dir. Madge Harding and Peter 
Henshall, performed at a Teaching Enrichment Course for Theatre for Youth. 
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APPENDIXD 

SELECTED LECfURES AND ARTICLES BY ROSALIE VANDER GUCHT •• 
RECORDED BY HERSELF, OR STUDENTS 

ROSALIE VANDER GUCHT, 'NOTES ON CHORAL SPEAKING' 
The S.A Speech Teacher. No.3, (November 1947) 

CHORAL speaking is a method 
of interpreting a poem through 

the medium of the group. It is a 
co-operative effort of teacher and 
pupils. The final result is reached 
through discussion and ultimate 
agreement on the meaning of the 
poem and the manner in which it is 
to be spoken. 

Class recitation is merely a collec
tion of children saying the words of 
a poem, more or less in unison, and 
serves as a somewhat inadequate 
memory test. 

Choral speaking turns the class 
into a " verse choir " and the child
ren give an aesthetic interpretation 
of the poem, based on understanding 
and enjoyment. 

The educationat value of choral 
speaking may be summed up as 
follows: 

( 1) It gives the shy child an 
opportun:ty to express himself freely 
through the medium of the group; 
he gains confidence and rids himself 
of any selfconsciousness in speaking. 

(2) It prevents the exhibitionist 
from indulging in " self-display." 
He learns artistic discipline and that 
only the group, and not the indi
vidual, is of importance. 

( 3) The teacher is able to make 
a large class enjoy poetry w;thout 
its becoming tedious through the 
endless repitition of the same poem 
by individual speakers. 

( 4) It is excellent training for 
good tone. clarity, rhythmic speech, 
etc. 

Material suitable for choral speak
ing must be carefully chosen. Very 
personal thought and emotion cannot 
be expressed through a group. 
Verse, or rhythmic prose, which 
voices a universal. racial. or national 
idea, is suitable--or any pa~sage 
which is impersonal in its thought. 
Much comedy and nonsense verse 
provide excellent material. 

The teacher should always think. 
" Can this poem be expressed by a 
group. or shall I distort it by using 
it for choral work t " 

A choir can be of any size from 
12 upwards. Ideally, a choir 
should be about 25 in number. 

When grouping the cho:r. the 
members should be kept as near each 
other as possible because they must 
be able to hear each other and have 
a feeling of unity. Long straight 
lines are unsuitable. A compact, 
semi-circle. or a "wedge "-shaped 
arrangement are best. 

The choir must have unity of 
articulation and syllabification (i.e., 
all speakers must begin and finish 
their syllables at the same moment) , 
unity of pitch and inflection (i.e .• 
the voices, although possessing ind:
vidual qualities. must blend har
moniously and must follow the same 
inflections) , and unity of idea. 

The choir may be conducted in 
the same way as a singing choir. but 
it will be found that a well-trained 
speech choir can feel the poem so 
completely as a group that conduct
ing is unnece~sary. All members of 
the choir must concentrate on the 
poem throughout, whether they are 
speaking or silent-otherwise the 
full effect fails to " get llcross." 
The eye-level of the speakers should 
be directed, approximately. towards 
one point. There should be no 
fidgeting. 

The correct tempo of the poem 
must ·never be sacrificed for the sake 
of clarity. Only poems within the 
technical ability of the choir must be 
attempted-or technical i"mperfec
tions must be overlooked. if the spirit 
of the poem is acpieved. 
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NOTES ON- CHORAL SPEAKING 

Methods of distributing voices in 
choral speaking are as follows: 

( 1) Refrain Speaking: E.g., 
" John Cook ,He had a Little Grey 
Mare," "Hynd Hom," "Hunting 
Song of the Seeonee Pack," by 
Kipling. One voice, or a group. say 
the main part of the stanza, and the 
whole choir says the refra!n. 

(2) Cumulative Speaking: E.g .• 
" This Is the Key of the Kingdom." 
" Beat, Beat, Oh Drums" (Whit
man). One individual. or a small 
group, be~ns. On each line, or on 
each new phrase or sentence, another 
voice. or group. enters, until finally 
the whole choir is -speaking. 

(3) Unison Speech: E.g., "Song 
of the Slaves of the Desert " (Whit
tier), " Choric Song of the Lotus 
Eaten " (Tennyson) , " Where do 
the Gyp~ies Come From? " " Han
nibal Crossed the Alps •• ( F arjeon) . 
The whole choir !peaks the poem. 

( 4) Regular Distribution-anti
phonal, three-part, four-part. etc.: 
E. g., ". Spring Song " (Blake) , 
" Canticle of Brother Song " (Fran
cis Assisi) , " Barley Mowers' 
Song" (Howilt). " Fear No More 
the Heart of the Sun " {Shakes
peare). 

(5) Irregular Distribution - a 
combination of any. or all, the above 
methods: E.g., "The Santa Fe 
Trail." " The Congo" (Vachel 
Lindsay), Psalms and other Bible 
Passages, Choruses from the Greek 
and Modern Verse Plays, " Ode to 
Saint Cecilia's Day " (Dryden), 
etc. 

The choir may be divided into 
" dark." " medium " and " light " 
voices. These varying tones must 
never be forced on the voices. A 
~peaker must never have the impre~
sion that her voice is inevitable and 
irrelievably of one particular " tone 
colour." Young voices should not 
be divided in the above way. Child
ren under 15 should not be told that 
their voices are of any particular 
quality. 

cont. 

Harmonic effects may be achieved 
by the careful blending of dark and 
light voices. Interesting and clever 
effects should never be attempted for 
their own sake. The most satis
factory interpretation of the poem 
should always be the aim of the 
choir. 

R. 1..'{/J/ der G UCHT 
Rcfrrcna Bool-s: "An Approach to 

Choral Speaking,'' by ~ona ~wann. 

. .Jnthologia: .. ~tany Voices, Parr I and 
Part II, ~ona S\'rann. " Tlu Poet 
Spl'ah," Cli,·e Sam~n. "The 
Speech Choir," Margorie Gullen. 
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Note: The following material is extracted from lecture notes taken by students, and there 
are inevitable lapses in punctuation and grammar, and idiosyncracies of style. Where 
these intefere With the meaning I have made the necess~ corrections -- keeping such 
corrections to the minimum. Where, for the purposes of mtelligibility, it has been 
necessary to insert a word, I have done so in square brackets. 

2/4/58. 
Method of Teaching - elements of it. 
1) Sub A- Std 2 one's approach is through games and stories. 
2) Std 3--5. more formal in approach. 
3) Std 6 -- 10. very formal. 
A danger is everyone playing around and no concrete work is done. 
a) Aim is to get fluency and flow from the children's speech. 
b) Encourage speech books from an early age but don't let it become a 
writing lesson. Can provide typewritten copies. 
c) Children like finding and writing their own exercises. 
d) Good idea to have a class speech book [to which the whole class 
contributes] 
e) [Speech] Sound of the week [for practise]. 
f) Pictures to illustrate sounds and poems. 

Relaxation 
Aim: To clear the mind of what has gone on before, make the children 
receptive. I [ref] Hilda Adams books. 
Do not expect the children to stand for too long. Don't go on for too long 
with one exercise. Choose relaxation exercises carefully. 

Breathin~ I Cut out [a picture for] a breathing exercise: e.g. snakes, bees, 
aeroplanes. I For older children 7 do not use Rib Reserve Breathing. 
The way you give exercises will help the results you achieve. I Before you 
start see that everyone is quiet. 
Organise and control your class. I Always connect the breathing with some 
sort of speech. 

Introduction of the Note. 
a) Breathe in and give them a hum if you can set a note for them. 
b) Small children -- make them be aeroplanes, bees etc. 
c) Never make them go up the scale let them go down. Range of work is 
from A - C. Children find[ing] "ing" sound hard, must be encouraged to 
make their voices ring. They need resonant practice. Don't make them 
shout resonant or lower pitch or get coarse and harsh. Learn to listen, don't 
do it yourself; I Always use "we" not "you" and "I". 
d) Remember projectiOn exercises - e.g. calling for their cat, echo. 

Vowel Sounds. 
Be sure you make the sound correctly. See they open their mouths when 
they make the sounds. Give jaw, lip and soft palate exercises. I Give 
sentences with lip movement. Can teach phonetic symbols to class from Std 
6 upwards. I Must get it into the child's head that you are dealing with 
sounds NOT letters. The five letters stand for various sounds. You can 
then give the resonator scale method or Phonetic symbols. Remember the 
2 sounds Oh and Ay [are] not true monothongs. I Change your approach 
concerning the above according to needs of class. 
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British Drama League Bookshop. 

Check childrens teeth, adenoids and sinuses. I Vowel practice helps the 
Resonance. 
2 problems of vowel sounds:-

a) What are you going to accept. 
b) How much quality you can get. 

Vowel Sounds 
a) See that the jaw is relaxed I b) Form [the vowels] by movement of lips 
and tongue. I c) Tongue forward in mouth d) Comer of lips always relaxed 
How to teach Vowel Sound 
1) Fix up the AE.I.O.U. problem. --You'll get 20 pure vowel sounds out 
of AE.IO.U. It's the sound not the spelling. Show them how words are 
spelt differently and said the same. 
2) Resonator Scale or Phonetic symbols. I Qh & Ay_ are not pure vowels 
phonetically but for Voice Production consider them as l?ure vowel sounds. 
Don't say the tongue is flat just say it's forward. The easiest vowels are the 
long ones and then the short ... 
Type of vowels taught according to difficulty of the class. 
!Here follows a list of long and short vowels] 
How are you going to teach it. · 
1) Ear-Training I 2) Using Ups-and Tongue correctly. 
3) Read them something that contains the sound 
Shape, whisper, sound, spoken words, jingle, sentences. 
Put words on board and tell them to find out the sound. 
Get the sounds right in connected sentences and conversational speech. 
Std. 3. can make up jingles, words and sentences. Make one group write 
and work on the others .. 

They write down words that you give the sounds to. Std 4 upwards. 

COLLEEN FOWLES'S RECORD OF VAN DER GUCHTS LECTIJRE ON CHILD 
DRAMA (1958) 

Note This lecture follows after sections on Encouraging children to communicate, 
Reading aloud, Verse with children, Drama, and an extensive summary of Slade's Child 
Drama 

Child Drama 
1 Control - Don't let it become chaotic. 
2 Tell Story. Tum it into Play. 
3 End improvisation on a quiet note. Bring them back. Relaxation 
exercise. 
4 Organised moving of Desks. e.g. Mice. 
5 Give commands quickly. 
6 If no available space, can use desks, mime, sounds. 
7 If you have an audience, teach them [how] to criticise and watch out for 
[ unconstructive] criticism. 

Here follows notes suggesting ideas of what may be suitable at each stage, but they are 

very sketchy and do not merit transcription. 'Babies' [i.e. Kindergarten], Std 1 and 2, Std 
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3, Std 4 and 5, Std 5 and 6 are covered and then in the section devoted to the secondary 

school, it is suggested that there are 'types of creative dramatics': 'quick improvisations' 

on the one hand; a 'finished and polished play' on the other; and working around a theme 

a third. Fowles records: 

Theme - give a choice of subjects - idea - story - history etc. Great Trek 
[or] 1820 Settlers. : 
a) Family - story of them trekking -what are they - Father, Mother, children 
etc. Put up on board with names. 
b) Start - children will give ideas - child intrigued with a chair that went thru 
[sic] great trek. Granpa tells the child about it - What is Granpa like -
looks, walk etc. 
c) Home with these trekkers- what were they doing. Clothes, implements 
etc, waiting for news as to whether they are going on the trek or not. Father 
arrives & says "Yes" to go soon - Packing etc. Granpa insists on taking 
chair. 
d) Native attack- stylised to prevent chaos. Chair stood on for shooting etc. 
e) Neighbours come over & have a party end with dancing. 

Sections on 'Characterization' and the 'Scripted Play' complete these notes. 

COLLEEN FOWLES'S RECORD OF VANDER GUCHT'S LEcruRE ON STORY 
TELLING (1958) 

Stozy Telling 
1) Kind of Story. 
2) way to tell it - by being a child yourself. 
Main purpose of story telling is to teach a child to listen. 
Never tell a child a story about something he doesn't know,. i.e. a child up to 
6 years old: 
no fairy stories till the child is 6 years. 
Purpose of story is primarily to give pleasure. 
Story Telling is a form of entertainment; to stimulate the perceptions. 
3. Rewards 
1) Relaxation throughout the classroom or bedroom. 
2) Establishing a happy contact between mother & child or Teacher & 
child. . 
3) Teaching the child to concentrate. 

A We tell faizy tales:-ll Child likes them. 
2 They are good for him. 
3 Fairy Tale presents truth thru [the] Imaginary. 

Value of its [the fairy story's] style. 
Simple, direct, unaffected. [Here follows an indescipherable sentence.] 
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B Nonsense Tale. 
Closely related and sometimes connnected is the nonsense tale. All funny 
tales of childhood [that we] accumulate are in this category. [They are a] 
Tonic and [possess] relaxing :properties of humour. · 
Child gets a healthy perspeCtive of the proportions of life. Learns to smile. 
Nonsense tale told for fun. 

C Nature Tale. 
For the first time the child moves from his own little circle to another circle. 
e.g. Just so stories, Brer Wolf. 
There are just enough things to entice and enough to relax the tension of 
the child. 

Historical Tale. 
As [in the case of] the nature story, [it] widens the connection with other 
sides of life. The Historical story deepens, relationship to past lives -- the 
feeling of the close and endless connection of generatiOn with generation. 
A good historical story begins [with] the character in relationship 
[corrected] with the present. And it is especia.Uy true of story of things and 
persons in the history of our own race. They foster race consciousness, the 
feeling of kinship and blood relationship. This type of story -- ~ood in 
further[ing] national pride in children, develops a definite patnotism -
neither arrogant nor melodramatic. Develops respect and admiration of 
heroes & historic figures of other nations. 

Let us feed the hunger for the heroes by stories [of] heroes, actions, 
endurance and decision, their deeds make the best stories, stir the 
admiration and desire for emulation. 

When the stories are about men and women of our own country, they 
serve the double purpose of hero-worship and patriotism. Stories of wise 
and honest statemanship, of struggles with primitive conditions and -- in 
some measure -- of physical courage, form subtle and powerful influences 
for pride in one's people. The intimate sense of kinship with one's people 
& the desire to serve 1t in one's own time. [It is] Not very useful [to tell] 
batches of unrelated anecdotes. It is better to take up a story of a period 
and the people who lived then. Tell the stories as true stories. 

Selection of stories to tell. 
In selecting stories the briefest examination will show that most favourite 
stories reveal certain attributes:-
1) Something happens all the time, every step is an event, action all the way 
through. 
2) Familiar images are tinged with mystery. · 
3) Must be ce~ain degree of repetition or accumulative effect. 

Certain types of stories classified for kindergarten and Class 1 [Sub A]. 
a) Little rhymed stories. (nursery rhymes) 
b) Stories with rhymes in parts. 
c) Nature stories (strong element of personification) 
d) Nonsense and wonder tales. 
e) Bible stories. 

Std. 2 & 3 
Nonsense tale, wonder, fairy and folk tales. Legends, Nature stories 
(especially stories of animals.) 
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Std4 & 5 
Folk tales, fable, myths and allegories. Developed animal stories./ · 
Legends, Histories and Heroic -- Humourous and adventure stories, True 
stories [that are] Historical. 
Le~ends -- Arachne and Pandora 

KingMydas 
Narcissus 

Story for next week - Pied Piper of Hamelin. 

ELIZABETH COATES'S RECORD OF VAN DER GUCHTS METHOD OF 
TEACHING LECIVRES (1965) 

Set Books & Reference 
1. Speech and Drama - Rose Bruford 
2. Teaching Mime- Rose Bruford 
3. Drama in Education - Alington 
4. Child Drama- Peter Slade (read introduction) 
5. Lean to Life- Wiles and Garard 
6. A Year's Course in Speech Training- McAllister 
7. We Play and Grow- Maisie Cobby 
8. Calling all Playmakers - Maisie Cobby 

People who teach Speech and Drama are experts in teaching oral 
communication and should not be seperated from that teaching as a whole. 

The teacher should be able to teach all ages from four to elderly people. 
She is supposed to be able to: 

i)·im?rove voices 
ii) raiSe general standard of speech 
iii) interest them in literature 
iv) how to speak & interpret poems 
v) public speaking 
vi) act in all capacities 
vii) mime & movement 

' viii) put on a full play 

The teacher should be highly intelligent, cultured. She inust be a bit of a 
psychologist in order to understand her children. Her personality must be 
such that the children will want to learn. 

She must have initiative, imagination_ and tremendous drive. Fashions in 
speech, methods of teaching and ideas are always changing. She must be 
creative and always keen to try new ideas. She must be ready to go forward 
all the time by using new ideas. 

A teacher must not be bogged down. 

Speech and Drama [Examinations]. 
1. There are examinations for 8 - 10, South African Guild of Teachers. 
2. 14- student, University of South Africa 
3. LT.C.L 

Reasons why people use these exams:-
1. easier if you have a set syllabus. 
2. way to satisfy the vanity of parents and they feel they get delivery of the 
goods. 
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3. way for the teacher herself to pat herself on the back 
4. Eistedford has competitive value and panders to the vanity of the parents 
and teachers. 

Much too much weight is put on these exams in South Africa. You are 
not teaching a subject but the child. The person you are_ teaching is the 
child and [you should teach according to] what is best for the child. 
Teachers blame the parents who want them entered. 

The status of the speech teachers lie in our hands therefore if the 
standard is low it is our fault. 

It must be related to language and literature as a whole. S. & D. deals 
with the oral and bodily communication. Give a child a variety of material 
and see it is all good. 

It is better in the school to have a full time S & D teacher and she should 
be regarded as part of the English staff and have something extra to teach. 

Work devided into: -
1. Speech Improvement. 

a) pronunciation 
b) accent 
c) clarity 
d) quality -- pleasant tone 
e) flexible 

2. Inte~retive work. 
a poetry 
b reading aloud 
c) acting 
d) story telling 
e) public speakin_g 
t) speech clarity (telephones, interviews) 

3. Dramatic Activity. 
a) improvisation 
b) creative dramatics 
c) mime 

4. Appreciation of literature and stimulation of interest in the arts in 
general. · 

Detailed notes follow on all the above aspects. I include below only those notes on the 

teaching of Drama. 

ELIZABETH COATES'S RECORD OF VAN DER GUCHT'S LECTURE ON THE 
TEACHING OF DRAMA 

1. Why we teach drama in schools. 
i) develop and stimulate imagination of child. 
ii) create an educated audience for the theatre. 

2. They [Slade and Way] believe there should not be formal drama in the 
Junior School. e.g. No words to learn. 
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Drama in the Senior School. 
1. Need a hall for space. 
2. Ask class to come in gym kit and soft shoes. 

i) move freely 
ii) least amount of noise 

3. Standard VI 
i) control 
ii) everybody doing something all the time 
iii) journey of body through space and Laban movement very 
simplified 
iv) Response to certain feelings. , 

a) heat 
b) thirst 
c) cold 

v) Awareness of each other through movement and connective 
movement with each other. 

Std VII 
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1. Introduction of character and keep away fro·m performance until all is 
digested 
2. Work from types to more subtle 
3. Two groups working at once together 
4. Work from character to plot 

a) Take 4 characters and develop a scene 
b) begin to think of dramatic shape (climax) 

StdVIll 
1. Use dramatic scenes 

i) Romance 
ii) Mine Disaster 
iii) [Abraham and] Isaac 
iv) Train Crash 

2. Contrast should be brought in. 
3. Do scenes but no script. 

i) Antigone 
ii) Twelfth Night 
iii) Sherlock Holmes 

4. Bring in an awareness of what makes up a dramatic scene 
i) conflict 
ii) tension 
iii) opposites 

5. By the end of the year working towards a truly dramatic scene with good 
beginning and ending. 

StdiX 
1. Present class with object and build up a dramatic incident around them. 

i) chair 
ii) key 
iii) knife 
iv) telegram 

2 Dramatic Irony 

3. Introduce some sort of stage craft. 
i) positions on stage [e.g.] U .L. 
ii) cyclorama, proscenium etc. 

4. Own stage technique 
i) how to make one person more important than another. 
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e.g. Build a scene and then tell one child to go and sit somewhere 
and then tell the rest of the class to make her the most important 
person on the stage. 

StdX 
1. Introduce a theatre and arts course combining music art and drama. 
2. Start a Theatre Oub and limit membership to 60. 
3. Get children to do all the work: backstage etc 
4. Unnecessary for teacher to be backstage when show starts. 
5. Movement of the club is extramural. 

An Actor needs: 
i) sensitivity 
ii) understanding 

28. 7. '65. 
Dramatic Activity in the primary school. 
OBJECTS AND AIMS. 

i) stimulate the imagination 
ii) develop the personality 
iii) gain self confidence 
iv) think for themselves 
v) overcome shyness 
vi) pure enjoyment 
vii) encourage speech flow 
viii) encourage general communication 
ix) encourage concentration and absorbtion 
x) encourage co-operation. 
xi) through creating character teach them to understand and think 
about other people -- sensitivity and awareness, sympathetic 
understanding. 
xii) channelin~ and the release of the emotions. 
xiii) introduction to and allying of the other arts e.g. making a 
puppet or prop. 
xiv) beginnin~ to develop an interest in the art of the theatre, and to 
be an appreCiative audience. 

JUNIORS 
1. The child likes to do things on his own in the group. 
2. They like to work together and to do it in their own way. All do the 
same thing. 
3. You must not expect real characterization but you might get physical 
characterization. 
4. 'Don't worry about the others.' 
5. 'Use space, spread out, try and not bump into each other' -- try and make 
them aware of space. · 
6. It is natural for the child to try and move in the round therefore [you do 
not have to] use a proscenium. · 
7. Child enjoys the sheer joy of movement. Let them move in their own 
way to mus1c. Choose music carefully and it must have a definite beat e.g. 
skip, run, Reason: -
i) explore space 
ii) encourage them to be free. 
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N.R :-
i) should have space. 

a) hall. 
b) outside. 

8. Always have a gimmick for control other than your own voice; it must 
give control. 
9. Go from the known to the unknown. 
i) anything to a flower ) 
ii) grow into something ) 
iii) baking and eating ) GIRLS 
iv) household tasks ) 
v) to do with driving a car 
vi) animals can be dangerous but certain of them work 

a) cat 
b) bird 
c) rabbit 

·to. In Sub A & B tell them what happens but not how. 
11. Play with your balls-- shape, size etc. Lose ball etc 
12. You must be part of it and join in with them -- play with them. 
13. Draw them back if their minds wander by asking them a question. 
14. The teacher takes on a character: e.g. when they lose the ball help them 
as the 'Good Fairy' 
15. When acting out the story you do not cast the play individually or worry 
if they do not talk. 
16. You always try to increase their visualization powers. 
17. Music will always help. 
18. Let all the children be everything before you do any individual playing. 
19. The stories must be simple. 
20. Give them exercises and then lead them on. e.g. Stretching in every 
direction then pick apples from the branches. 

STPTI. m. 
1. Introduce them to a little bit more shape and form. 
2. Pay attention to detail. 
3. Introduce the idea of something happening, e.g. been shopping, carrying 
a very big basket and something makes you drop it. 

Q. What does your body do? 
Q. What is in your basket? 
Q. Whathappened? 
Q. What did you do about it? 

4. Make them more sensitive to different parts of the body. 
i) pebbles [that we] walk on. 
ii) walk on hot sand. 
iii) hands sensitive to heat, cold. 

5. These can be made into a scene. e.g. Walk along the seashore, see a 
cave etc. 
6. Throw out some ideas and get them to give you some back and choose 
the best ones. 
7. Use sound, music, your voice to help them and to give atmosphere. 
8. Now you can introduce working in twos. First of all in the group. Give 
them their partners. Let them use speech if they want to use it. As yet not 
capable of very much character. · 
9. Begin to get them to work together. 
10. Good idea to let them make a picture at the end of their scenes. 
11. You try to get a little bit more dramatic action with a climax. 
12. Work m groups and let the body react to different situations. 
13. Situations:-

i) helping each other 
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ii) an argument 
14. Everybody works together and select better ones to do it alone. 

STDIV& V. 
1. Work in threes and fours. 
2. Work in iUOUps. 
STILL: i)group one moment of the situation. 

ii) depict something with good relationship to each other. 
a) hunger 
Talk about levels in relation to each other. · 
b) group of people round a campfire on the great Trek. 
c) settlers arriving. 

3. Let them work in the group and then let the others walk round. 
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4. Play music, ask them what the music makes them think of. Now move 
together and convey this idea, then freeze in a picture. 
5. Always let them work together and become sensitive to each other. 
6. They enjoy being i) travellers lost in the desert 

ii) procession: a) courtly b) prisoners c) holy. 
7. From these groups they can develop character. 
8. When they have worked in groups ( 4 per group) then let them develop 
scenes and gtve them a stimulus: 

a) word- "the keys" (what keys, when would you use them) 
b) overturned chair or table -- why? 

Let them work out their scene and then do it all together and not in 
separate groups. Only let them watch each other when you think they are 
ready for it otherwise they are self-conscious. 

c) give them the beginning or end of a story. 
d) give them a whole story. 
e) episode from a book with which they are familiar 
f) when they do a story you can always guide with your voice. 

The teacher can cast the parts by this stage. 
g) Greek legend - Pandora's Box. h) Poem. 

Gradually you can enlarge the groups to about seven per group in std V. 
Always let them think of characters, situations, and what happens so that 
you draw from them -- feed them and let them develop. 
11. Always give them a certain amount of group work, but be careful not 
too soon. Give them preparation. 
12. Unless they have this idea you won't get results. 

i) character 
ii) use of body in relation to character 
iii) meeting 
iv) causes climax 

13. Keep control -- give commands clearly. 
14. Use of rostrums which give them a stimulus -- they use them as they 
think fit for their situation. 
15. Your ultimate aim is to show them: 

i) control 
ii) absorption 
iii) understand character's situation 
iv) shape and form 
v) stimulate imagination. 
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ROSALIE VANDER GUCHT, 'CREATIVE DRAMA--PLAY MAKING --WHAT IS 
ITALLABOUT 

Note: This lecture was transcribed from Vander Gucht's hand written lecture. Where 
there was danger of the sense being obscured, minor adjustments to punctuation and 
grammar have been made. This lecture was given by Vander Gucht in or after 1971-
since she quotes from a Heathcote article first published in that year. It is not known to 
whom she 1ectured, however the writin~ style clearly suggests that it was written for a 
spoken delivery, and the tone suggests It was prepared for teachers in service, or in 
training. 

Why do it at all. What place has it, or should it have in Education. What 
value is it in the education & development of the child? What are its 
objectives? Is it an art form? Is it an aid to the teaching of curriculum 
subjects? Is it a means of developing in the child social awareness or 
helping him to solve personality problems or is it to help him to evaluate & 
make moral decisions. Are its rums to train the child for life? Or is 
Playmaking primarily to improve grasp of language, enlarge the vocabulary, 
encourage clear speech -- develop a sense of form. Should the primary aim 
be to develop imagination. Should the whole thing be for fun -- & as long 
as the children are enjoying themselves nothing else matters much. 

Well of course Creative Drama-- Play Making can be all or any-- or a 
combination of some of the above. And therein lies the problem in training 
Teachers. What are you training them for? What approach should you 
advocate. For what are you trying to equip the students? 
Educationalists have discovered Drama as an educational tool, fairly 
recently. Consequently I should think more books are published on the 
subject per year than any subject. I am sure there are not as many Maths -
Geography -- etc books published yearly as there are Drama books. Many 
of them are repetitive. It seems that everyone who is involved in Drama in 
the School longs to get into print & tell of his successes & discoveries. To 
wade through this output & sift the good from the indifferent is a mammoth 
task. Yet when Peter Slade, who is I suppose the pioneer in Britain, began 
talking about Child Drama in 1950 -- or so -- many teachers thought him an 
eccentric idealist -- totally divorced from the realities of the classroom. 

The United States also discovered Child Drama-- it is claimed there that 
teachers were in advance of Slade. One certainly remembers the excellent 
work of Winifred Ward & others. One might pause to wonder why English 
speaking communities have developed School Playmaking in advance of 
other nations. I know that Drama does play some part in French, German, 
Dutch education but I think-- I may be wrong-- it has not swept into the 
schools in the same way. To go back to the books -- one of their drawbacks 
is that they make the teaching of Drama sound ~- It always appears to 
work. Secondly, so many lessons are described in detail that it's possible for 
the teacher to buy a few books & go blithely on without much creative 
effort & thought on her part. Surely the creative element should come from 
teachers & pupils & the particular circumstances of the school & children 
be considered. 

Let us now look specifically at Drama in the Primary School. If it is being 
conducted by the Class Teacher he or she is in an excellent position to 
develop, structure, & control the lessons in such a way that It can become 
an integral part of the learning process. The teacher can organize the 
child's day m whatever way seems appropriate. If he is not required to 
follow a very strict time-table which must be rigidly adhered to, the 
children's playmaking can be developed in such a way that they learn 
through discovery during various lesson periods. They can then develop, 
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through progression, into more structured drama experiences. The snag 
may be that there may be one teacher in the school who is prepared & 
equip{>ed to do this but only his class employs the Play Method -- so that 
there IS no logical follow through - nor preparation in the standards 
previous to this particular teacher's. As an example of the kind of teaching 
possible, I've seen a class develop a moving & exciting play round the 
landing of the 1820 Settlers at Algoa Bay & e{>isodes of family life during 
the Great Trek. (Stories from the Bible.) This was linked to their Art 
(drawings of scenes) music (songs & dances of the period) crafts (models & 
sun bonnets) vivid, m1aginative descriptions in composition - discussion of 
the problems - background of the two movements. . 
I would like to emphasise here that in my opinion this linking of Playmaking 
with the other Creative Arts as well as with-curriculum subjects is one of its 
greatest contributions to Primary School education. 

And what about the role of the full time Oral Communication -- Drama 
specialist in the Primary School. How does she or he fit in. Here, I 
presume that he or she is a full-time member of the staff, with the same 
status & privileges. She takes each standard - from possibly Sub A to Std V 
for a Drama - Playmaking session once, or twice a week. Hopefully she has 
a special room at her disposal or a period in the Hall is allotted to her for 
each class. This Drama teacher should be in a position to enrich the child's 
education & help him to become more articulate, expressive, co operative, 
searching, aware, imaginative etc.! These Drama Teachers are fully trained 
Primary Teachers, offering Drama as a special skill. They are therefore 
well versed in Theories of Education, teaching techniques, organization etc. 
& would be capable of taking over a class for all curriculum work. Because 
of their knowledge & awareness of what is required of the classroom 
teacher they can co-operate fully with them. This is I think of tremendous 
importance. The Drama teacher must constantly be in close discussion with 
the Class Teachers & must see that her work is complementing their work. 
The Drama Oasses should help "stretch" the child, which, in turn, should 
react favourably on his application to his curriculum work. This does not 
mean that all Playmaking must have a direct "tie up" with other class work 
but the need for co-operation must never be forgotten. So, it seems, that 
ideally, if children exposed to good Drama teaching from Sub A to 
Standard V, they should develop into well-adjusted, outgoing, young people 
& if the process is continued right through the Secondary School, what 
paragons should emerge after Standard X! Unfortunately it doesn't always 
work out that way. Possibly the claims made by Drama Teachers are 
exaggerated. Possibly teaching & conditions are at fault -- but I think, a 
fully tested scheme, meticulously carried out, has rarely in this country been 
tried. 

There is no doubt that Drama in Schools is one of the most difficult 
subjects to teach & calls for more dedication, imagination, sensitivity, 
organisation ability, discipline on the part of the teachers than most other 
subjects. Let us now become a little more specific & discuss some of the 
problems encountered & methods of work. 

First 'Where is the class to be held?' For flexible lessons & ones more 
likely to succeed, space is essential -- the hall, the Drama room, or possibly, 
out of doors. However if the space is too large, this may lead to everything 
disintegrating. The space may need to be contained & boundaries laid 
down. ~ -- purposeful noise must be allowed & recognised as part of 
the Drama process. Use of sounds-- musical, percussion, vocal, etc. must 
be permitted. If only the classroom can be used then the lessons, their 
structure & objectives must be selected so that they can work in the 
classroom. For instance it's no use to devise a play which involves 'tracking' 
in a forest -- in a class room. But it is possible to use a room crowded with 
desks imaginatively & sometimes the desks can be re arranged so that space 
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can be obtained. (Robin Hood) e.g. Group theme - can say 'find a moment 
in theme when can be done in groups'. 

The structure of the lesson is of great importance - the method of 
introductio~ the development & the aim. H the lesson is of a limited 
duration - it is no use trying to attempt too much or take too long over 
preliminaries - or alternatively the structure should be or~anised so that it's 
spread over 2 or 3 lessons - in that way some kind of finality can be 
achieved. 
Methods of Control must be thought out & laid do~ for example: -when 
the cymbals (very effective) are clashed- everyone is silent & freezes. 
The teacher's own voice 

Evaluation is important & time must be found for discussion & 
su~estions for improvements -- to be tried for in future lessons. It is n_o use 
thinkin~ that the teacher can just say "We're going to make up a play" & 
something will automatically happen. A great deal of preliminary work may 
be necessary in the form of movement, mime, games -- concentration 
games, trusting games, memory games, observation games etc: before a play 
can be attempted. Sometimes just a snatch, or small episode of a story can 
be dramatised -- which can involve the whole class & does not put demands 
on individuals. Speech is often absent & the stories are mimed or 'moved'. 
Sometimes the children must work in couples or small groups -
simultaneously, with the teacher helping or guiding the grouJ?S as necessary. 
These efforts need not necessarily be shown to the class but if it's decided 
that the groups should show their work, then the lessons must be structured 
so that this is possible, even if it's spread over several sessions. Too often 
'there's no time' when time has been promised. If, any kind of showing & 
sharing takes place, there must be some kind of assessment & evaluation -
although it can be brief. 

It's possibly best for the teacher to decide which children should play the 
various characters (unless of course the play is entirely a group effort). 
Here, through his knowledge of the children he can assign parts which may 
be helP.ful for personality or character building & not necessarily because 
the child is the best actor. On the other hand a play, which has freed the 
children's imagination may be wrecked by an inept leading 'actor'. 
The means of stimulating a story are so numerous & must be known to you 
all - I won't go into them now -- but of course there must be a stimulus & 
the teacher must try to choose one which is likely to result in the kind of 
play she hopes the children will create -- for instance -- it may be to evoke 
woup feeling & CO- OJ?eration - it may be to deal with family relationships, 
1t may be to link up wtth a History lesson -- etc: an episodic story can be 
handled by separate groups each working on one ep1sode. 

To sum up -- always prepare for the creative part of the lesson by a 
warming up process. e.g. if the class are released from a class room & are 
inclined to run wild, give them some strong movements -- ending with some 
kind of concentration - before moving on to the creative proc~ss. 

Don't try to ~o too fast or begin with situations for which the class is not 
ready. Start wtth something within their capabilities & build from there. 
Be very aware of the needs of the children m choosing subjects or 
stimulation. For example- an exuberant, rowdy class could benefit from 
something quiet & atmospheric etc. Always, in the case of big group 
involvement, start with a moment in the play where everyone can 
participate & develop from there. Try to structure your lesson so that 
everyone is involved all the time & if some have to be audience stress the 
importance of listening & observing. Remember that the Teacher is there 
to guide, to help when necessary, to evaluate, to suggest -- !lQ1 just to opt 
out & let the class get on with it. . 

How much should the teacher be personally involved with the play-- I 
mean should she be a part of it -- or a character in it. There is a great deal 
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to be said in favour of her participation - she can control the situation -
guide it & if she assumes a character - be the one to which the cast have to 
appeal- e.g. a judge, king, etc. She can also lead a story-- 'Now we're 
creeping thro the forest, what do you see John' etc. . 

To end - I would like to summarise some different types of situations or 
stories which might be used for Play Making. 
1. Pair work - 2 characters meet. They find something strange. They 
decide what to do with it. 
2 Trios - 2 characters in a home - a 3rd person arrives. Something 
happens. 
3 Group Work. Family scene. A meal is being prepared & eaten. Some 
exciting news happens. 
4 Role Playing. A situation - such as a child has broken a valuable 
ornament. Is punished. It was an accident. Child & owner of object 
reverse roles. Conflict situation. 
5 Group Scenes - involving goin~ to the dentist -- sho\)ping. Dealing with 
situations which involve a moral Judgement. e.g. stealing, hiding something 
broken. 
6 Large Groups in Space 

1 Processions. ) music 
2 Escapes. ) mime 
3 Entering magic countries or under sea.) 
4 Story which can be divided into Episodes -- each group takes an 
episode. Magic Hat. 
5 Stories from well-known books e.g. Oliver Twist 
6 Stories from word/music/sound/picture stimulation. 
7 Stories from History e.g. Marco Polo, Fr. Revolution, 1820 
Settlers, Great Trek. 
8 Exploration & Jungle stories. 

Finally I think I should mention Theatre In Education Companies -
where a group of trained teachers -- who are also actors -- enter a school & 
after preparation with the class, in character -- reappear & with the co 
operation of the class act out a whole story which also informs, stimulates 
discussion & makes decisions. 

Before ending I'd like to quote Dorothy Heathcote-- Subject or System. 
[no quote written down.] 

Well I could go on for hours, what I've said is pretty basic & perhaps 
somewhat disjointed -- but I think we can really get further through 
discussion & questions . 
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APPENDIXE 

BRIEF <BIOGRAPHICAL) DETAILS OF PERSONS INTERVIEWED AND/OR 
INSTITUTIONS MENTIONED IN THE TEXT-- WHERE PERTINENT TO 
DRAMA AND THEATRE 

Abrahamse, Fred A student of the UCT Drama Department in the seventies, Abrahamse 
has turned his hand to designing, directing and teaching (at the Waldorf Steiner 
School). Recently Abrahamse directed District Six. the Musical; and has 
subsequently become an Assistant Director at the Baxter Theatre. 

Adams, Hilda Speech and Drama teacher, particularly oral interpretation; she has two 
books to her credit: A Poetry Speakini Anthology which she edited, and Jin~le 
Jan~le: A Book of Activity Rhymes 

Babrow, Audrey (married name Carosin) was a Teacher's Diploma in Speech and 
Drama student 1956-58; she worked extensively in Cape Town schools as an 
itinerant Speech and Drama teacher. She started the Oral Communication 
courses in 1971 for Vander Gucht at UCT but left in 1974. To the writer's 
knowledge she is now teaching Communications at the University of the 
Witwatersrand. 

Bagnall, Gordon Leader writer on the Ar~s and then on the Cape Times. He was a 
famous after dinner speaker and one time president of the Wine Taster's Guild. 
He wrote two plays: a political satire Just Between Ourselves, and Birth of a Union 
in 1960. 

Bakker, Nigel is a Senior lecturer in Method of Teaching English, in the School of 
Education, UCT; and an enthusiastic amateur actor. 

Balsillie, Cynthia (married name Just) was a Teacher's Diploma in Speech and Drama 
student 1957-1959. Her interest in Children's Theatre began when she played in 
The Ma~c Liihter for Theatre for Youth, and so in 1963 Vander Gucht invited 
her to join the Theatre for Youth Committee. She has taught drama privately and 
in schools since 1964. In 1982 she formed the Just Us Theatre Company which 
offers theatre to children, in schools and theatres, in Cape Town. 

Barker, Harley Granville Innovative English director and playwright at the beginning of 
this century. For further information see Chapter 2. 

Basson, Limpie was a professional actor for CAP AB until 1967 when he resigned (over a 
question of principle) and came to work in the Little Theatre Workshop, where he 
got to know Vander Gucht. There he started to direct p~ays and devise 
entertainments for children which led to his involvement with Theatre for Youth. 
Latterly Basson has concentrated upon radio, television and dubbing work. 

Bates, Brigid (married name Guelke) was a BA and Teacher's Diploma in Speech and 
Drama student circa 1962-1965. Shortly after qualifying she emigrated to the UK 
where she has done considerable theatre and television work. 

Blanckenberg, James Student in the Speech and Drama Department, UCT, 1958-1960. 
A freelance actor and then member of the CAP AB Drama Company for many 
years; since 1981 he has lectured Afrikaans Speech and Acting at UCT 
Department of Drama, directing at least one production with the students each 
year. 
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Body, Nancy Trained at the Central School and tau~t at Collegiate School in P.E. 
When Vander Gucht went back to England m 1945, Body substituted for her. She 
taught movement in the Department in 1946. 

Bradley, Joyce After her early training with Pauline de Wet, she was a founder member 
of Leonard Schach's Cockpit Theatre Company. She has worked as a professional 
actress for Brian Brooke, NTO, and the Performing Arts Councils after their 
formation; and has been a Fleur du Cap Award winner. 

Broer, Susan, (nee Savage) Studied at the Central School in London after completing her 
Diploma at UCT in 1962. She taught Voice Production and Educational Drama 
for the Department of Speech and Drama UCT during the seventies-- after Van 
der Gucht's retirement. In 1976 she emigrated to Canada. 

Bruford, Rose Was a pupil of Elsie Fogerty at the Central School. She became Director 
of Drama at the Royal Academy of Music and later she founded her own school in 
Kent, the Rose Bruford Training College of Speech and Drama. She is a well
known adjudicator and has written Teachin& Mime {1958) and Speech and Drama, 
(1963). 

Humiston, Christabel A major proponent of Oral English and Oral Communication in 
the U.K. She became Director of the English Speaking Board and General Editor 
and examiner for SCOPE -- Spoken Communication : An Open-Plan Project in 
Education. She has written numerous books, amongst which are Creative Oral 
Assessment: Its SeEP! and Stimulus (1968), Speech for Ufe (1966), ~ 
En&lish in Further ducation (1966) and Into the Ufe ofThin&s (1972). 

Chiat, Avril (married name Kurgan) BA and Teacher's Diploma in Speech and Drama 
student 1956-1959. She has taught Speech and Drama at Goodhope High School, 
Zonnebloem Training Colle~e, Wesley Training School and Camps Bay High. In 
1979 she took up a lectureship in the Professional Communications Unit, UCf -
from whence she retired from full-time work in 1987. 

Coates, Elizabeth (married name Van Breda) A Teacher's Diploma in Speech and 
Drama student 1963-1966; Coates has taught Speech and Drama in a variety of 
Cape Town primary and senior schools 1968-1989. Since 1978 she has been 
Teaching Supervisor for the student teachers in the Department of Drama UCf, 
and in 1987 she started teaching Drama in the School of Education, UCf. 

Cobby, Maisie was Senior Inspector of Speech and Drama for the London County 
Council, and is the author of several poetry speaking anthologies such as 
Adventures in Group S~kin& {1967) and drama books such as Callin~ all 
Playmakers (1956) and e Playmakers (1954) 

Dalcroze, E Jaques founded the Institute Jaques Dalcroze in Geneva which flourished in 
the 1920s and 1930s. Realising that his pupils didn't understand the form, time, 
and note values in music, he developed his system of music teaching which used 
rhythmic movement and symbols, called Eurhythmics. Later he opened a school in 
London, and the famous sought out his teaching -- amongst whom was Anna 
Pavlova. 

de Villiers, Stephen Artist and teacher-- at the Frank Joubert Art Centre-- when he met 
Vander Gucht who took a great interest in his puppetry projects. For many years
-while he was a lecturer at the Michaelis Art School UCT -- he frequently 
designed for Van der Gucht's productions. · 
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Dexter, Mariel Having done theatre work in En£1and, Dexter came to South Mrica and 
Vander Gucht invited her to direct for Theatre for Youth. Dexter gradually 
evolved a strong interest in running drama groups in the townships with whom she 
did a great deal of play production. 

Dixie, Justine (married name Hoare) was a Teacher's Diploma in Speech Training 
student 1941-43, and therefore among the first students that Vander Gucht taught 
at UCT. She did not pursue her professional career, but always maintained 
contact with Vander Gucht. She is an active member of St Luke's Hospice and 
offered Van der Gucht much moral support during the years of her illness. 

Dronstield, John Designer for the theatre and ballet. Did his most innovative work in 
the 1940s, setting new standards of stage design in South Mrican theatre. 

Eoan Group An amateur arts organization -- majorly for 'coloured' persons, the Eoan 
Group was extremely active in the forties and fifties. They had an enormous choir, 
(they did no opera in the early forties), and a very big dance section with branches 
established as far away from Cape Town as Port Elizabeth. Opera develo{>ed and 
became a major feature of the Eoan Group in the fifties. The Drama section in 
the early forties was run by Billie Jones. 

Felbert, Ralph Mter his early training with Pauline de Wet, Felbert did a lot of acting in 
the forties and fifties. 

Fowles, Colleen (married name Moroukian) Speech and Drama Diploma student 1957-
1959. Mter qualifying she acted professionally for a brief period. Thereafter, over 
many years she developed a method of 'one to one' Speech and Drama teaching 
which focuses upon communication and learning skills -- to support school pupils 
with their oral and written English work and their inter-personal communication. 
She was secretary of Theatre for Youth and greatly involved with the organisation 
from the early sixties until it was dissolved in 1985. 

France, Ron was a keen amateur actor who willingly participated in productions at the 
Little Theatre in the sixties. In the early seventies he started acting professionally 
and has worked in most parts of the country (and on radio and teleVIsion) as a 
freelance actor. 

Franks, Louis was an enthusiastic amateur actor in the fifties and performed in many 
plays at the Little Theatre. 

Gould, Dorothy Ann trained in Drama at Natal University, Durban; and has had a most 
successful career as a professional actress on stage and screen, winning awards for 
her performances. The only time she worked with Vander Gucht was on 
Antiione at the Oude Libertas Amphitheatre, but thereafter they met socially 
whenever Gould came to Cape Town. 

Gundle, Pamela (married name Stein) Teacher's Diploma in Speech and Drama student 
1958-1960. Thereafter she acted professionally and taught part-time for Vander 
Gucht. In 1977 she obtained her B.A in Mrican Languages and Drama. She has 
run a large private drama studio for young people for many years. Currently, in 
addition to her studio, she teaches Oral Communication and Drama at the UCT 
Ballet School. 

Guthrie, Tyrone British Director, associated with the Old Vic from 1933 to 1952. He 
founded the Shakespeare Festival in Stratford, Ontario, and was director of the 
new theatre at Minneapolis from 1962 to 1965. In 1961 he was kni~ted. He is 
best known for his direction of Elizabethan drama. (Taylor, A Dictionary of the 
Theatre, p.125) 
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Hawthorne, Nigel BA and Diploma in Speech Training student 1947-1950. He was a 
member of Leonard Schach's Cockpit Players and then went to England where he 
worked for some years in the Northampton Repertory Company; returning now 
and again to South Africa. Then he broke into television where he has steadily 
increased his success -- most especially in the BBC series Yes Minister. He 
remained a lifelong friend of Van der Gucht and plans to devote a Chapter to her 
in his forthcoming biography (letter, 19 August 1988). 

Haynes, David was a BA and Performer's Diploma in Speech and Drama student 1967-
1970. After a spell of acting for CAP AB, the Space Theatre and then PACf, 
Haynes emigrated to England where he acted on a freelance basis. Having 
obtained his Masters in English Theatre Studies from the University of Lancaster, 
Haynes taught first at Redcar and then from 1978 at the College of Ripon and 
York StJohn, in York. He returned to South Africa in 1985 to become Professor 
of Drama at UCf. 

Henshall, Peter is a school teacher in Cape Town, and an educational drama and theatre 
enthusiast. He is active in amateur theatre and was Chairman of Theatre for 
Youth from the time Van der Gucht retired until early in the eighties. 

Hodgson, John Head of Drama Studies at Bretton Hall College of Education, Hodgson 
has also tau~t acting at the Old Vic Theatre School in Bristol and at the 
Workshop Theatre, University of Leeds. He is author of several books, notably 
Improvisation (1966) with Ernest Richards, and Drama in Education: The Annual 
Survey, 1 and 2, with Martin Hanham (1972 and 1973). 

Holt, Helen Southern Lectured in Speech and Drama at Zonnebloem Training College -
from whom Helen Houghton later took over -- she founded the Eoan Group, and 
her daughter Maisie Holt ran the Ballet section. 

Honeyman, Janice studied for her Performer's Diploma in Speech and Drama 1965-1969. 
Thereafter she joined the P ACf Drama Company and acted for them for several 
years. Honeyman then shifted into directing -- much of her early work being 
playwriting and directing plays for children. She assisted Malan as a director for 
Pact Playwork for a year in 1975. Honeyman was a founder member of The 
Company -- long before they found a home at the Market Theatre. Today she is 
one of South Africa's most Innovative, skillful and creative directors -- freelancing 
but still doing much of her work at the Market. 

Houghton, Helen (married name Robinson) was a Teacher's Diploma in Speech Training 
student, 1947-49. During the fifties she taught at Zonnebloem Traimng College (in 
the place of Helen Southern Holt) and Good Hope Seminary, and directed plays. 
In 1960 she acted in London at the Regent's Park Theatre; and between 1963 and 
1973 she established and ran the Theatre Workshop in Port Elizabeth. Since 
returning to Cape Town thereafter she has taught Speech and Drama in the 
Education Faculty UCf, was three times Chair of the Guild, and has directed 
numerous op~rettas and plays for Theatre Workshop and the Gilbert and Sullivan 
Society. In 1987 she obtamed a MAin Social Anthropology from UCf. 

Inglis, Margaret After her early training with Pauline de Wet, she has had a len~hy 
professional acting career. She founded the Munro-Inglis professional actmg 
company with Nan Munro, and played in Tom and Viv in 1986 --the production 
Van der Gucht was to have directed. 
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King, Cherry (married name Mills) Teacher's Diploma in Speech and Drama student 
1953-1955. Since qualifying she bas taught Speech and Drama in a number of 
different contexts. In 1968 she obtained a B.Prim Ed degree from UCf. From 
1970-1980 she worked at UCf, teaching Oral Communication (the course started 
by Vander Gucbt) for five years, and thereafter in the Education Faculty-
teaching Oral Communi~ation and Phonetics. 

Krummeck, Peter During the early seventies Krummeck was Stage Director of the Uttle 
Theatre. At the same time be designed sets and frequently acted in Departmental 
productions. Since then Krummeck bas worked as actor and theatre designer. He 
has written several plays, amongst which are Passion Play and Lodestar -- a nativity 
play. Currently Kr.ummeck is running Acts which stages religous drama. 

Laker, Babs bas acted professionally in the theatre, film, radio and television for many 
years. She met Van der Gucht through the English Speech classes which she was 
taking with Joyce Burch: Vander Gucht phoned and asked her if she wouldn't play 
in Anthony and Cleopatra at the Uttle Theatre - and so they began working 
together. Laker has her own very well established Afrikaans Drama Academy in 
Cape To\vn. 

Lilenstein, Mavis started doing Stage-management work in 1957 at David Bloomberg's 
Barn Theatre in Constantia. Upon the invitation of Vander Gucbt she stage 
directed plays at the Uttle Theatre from 1962 to 1969. That year began her 

· professional career for CAPAB; in 1974 she joined PACOFS, and since 1979, when 
she returned to Cape Town, she has been stage-managing on a freelance basis. 

Malan, Robin was a BA BEd student (who took the BA drama course) at UCf, 1958-
1962. He was frequently in plays at the Uttle Theatre and very active in the 
University Dramatic Society. He also did much broadcasting work. In 1963 he 
started teaching at Cape Town High School under Mr Leeuwenberg where he 
quickly made a significant contribution to the life of the school -- partly through his 
considerable gifts as a teacher and partly through the quantity of dramatic work 
and theatre he brought into the school and community at least, in part, through hi? 
work for Theatre for Youth. In 1971 he was sponsored by the Cape Tercentenary 
Foundation and CAP AB for a six month tour in the UK to study drama and 
theatre in education. On his return he wrote an excellent report (in Drama Teach) 
- the ideas contained therein form the underlying principles for his work in 
Playround Workshop which he immediately started at CAP AB. Malan joined the 
Drama Department at Stellenbosch University in 1972, where his innovatory ideas 
engendered a lot of controversy and so he moved on. He joined P ACf and 
founded Pact Playwork --the first fully-fledged Theatre in Education Company to 
work over a period of years with children and young people in Transvaal schools. 
In 1978 be joined the staff of Waterford Kamblaba United World College of 
Southern Africa in Swaziland where he is currently Assistant Head. Malan was 
involved in a literary publication for scholars, English Alive for many years. He 
bas in addition many publications to his personal credit. Among the most 
significant are the volumes of poetry which be has compiled and edited: Inscapes 
(1971), Outridings (1972), New Inscapes (1987) and Explorings (1988). He was 
first invited by Vander Gucht to work for Theatre for Youth as a stage manager 
and actor in 1959; and in 1963 she asked him to join the Committee where he 
remained until his move to Stellenboscb in 1972 made it impractical. · 

Marshall, Norman English play director, firstly at Cambridge in 1926 and later at the 
Gate Theatre in London in 1934 where he directed many plays which shocked the 
public. Later he became a West End manager, and became Head of Drama for 
Associated-Rediffusion Television in 1955 (Taylor, A Dictionary of the Theatre, 
p.178). In 1964 he directed Romeo and Juliet for the Uttle Theatre in the 
Quadrangle at Hiddingh Hall, UCf. 
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Mulcahy, Betty is an expert on interpretive speaking, which is the subject of her book, Th 
Speak True. 

Muldal, Astri (married name de Villiers) Teacher's Diploma in Speech and Drama 
student 1954-1956. She is an active Speech and Drama teacher in Cape Town and 
member of the Guild for which she runs the Reading Teams and Public Speaking 
Courses. 

Plaut, Erwin, Was enga~ed in the administrative side of the Eoan Group in the early 
forties, and participated in productions-- including Vander Gucht's production of 
Tobias and the AnKel· He became a firm friend of hers. 

Pym, Cecil Workshop manager, set designer and builder, Pym worked at the Uttle 
Theatre from 1940 to 1965. He was renowned for his independent spirit and his 
outstanding knowledge of theatre design and set construction. 

Randall, Zoe is a professional actress who began her career in the theatre working in 
Gwen Ffrangcon-Davies' and Marda Vanne's South African touring company 
during the second World War. 

Rindl, Helene Secretary at the Department of Speech Training and Dramatic Art UCT, 
during the sixties. At the end of the decade she married and emigrated to England 
where she lives today. 

Rooza, Helen Worked in the Wardrobe of the Little Theatre from 1956 to 1976, where 
for many years she was Wardrobe Mistress. Rooza was proud of her skills as a 
tailor and milliner, and at one time she became especially interested in costuming 
animal characters. Rooza was an indefatigable worker-- and a renowned 
character at the Uttle Theatre. 

Samsodien, Sam has been Stage Carpenter at the Little Theatre for twenty years. During 
that time he has constructed an awesome variety of set pieces and furniture. 

Satusky, Lily Jean trained at the College of Music. She taught for many years at 
Goodhope Seminary and did considerable acting at the Little Theatre. She 
lectured in Speech Training at Mowbray Training College, and later in the 
Education Faculty, UCT. Together with Vander Gucht she was an ardent fighter 
for the recognition of Speech Teaching qualifications. 

Schach, Leonard Started off by studying law at UCT. Largely through his involvement 
with the Little Theatre his interest shifted to play directing. l-Ie lectured part-time 
for Van der Gucht in the Speech and Drama Department and was Acting 
Controller of the Uttle Theatre when Inskip was on sabbatical in 1949. In that 
year he directed Cockpit -- out of which sprang the Cockpit Players, his theatre 
company. Today he is an international theatre director based in Israel. See 
Inskip's StaKe by Stai:e 

Schwer, Valerie (married name Ipp) was a Teacher's Diploma in Speech and Drama 
student 1962-1964, and acted for CAPAB during 1965. She has taught Speech and 
Drama for many years in Cape Town -- recently at Herzlia School and before that 
at Westerford. She has directed many plays for schools. 

Seeliger, Joan (married name Brokensha) Teacher's Diploma in Speech and Drama 
student 1953-1955. After qualifying she acted professionally for a short while. 
Latterly she taught drama at Zonnebloem Tratning College for many years (and 
directed plays there and for Theatre for Youth); before·qualifying as a teacher of 
the Alexander Technique. 



..I......_ 

270 

SietT, Percy Mter his start in amateur acting in the fifties, Sieff has made a most 
successful career as a J?rofessional broadcaster, show business personality, and 
theatre, film and teleVIsion actor. 

Slabolepszy, Paul was BA Drama student 1967-1970. Vander Gucht permitted him to 
work alongside the Performer's students and participate in their practical classes 
on a voluntary basis. Starting off at CAP AB and the Space Theatre in Cape Town, 
Slabolepszy has acted professionally for the stage and television since he 
graduated. He has wntten many plays, most notably the Award winning Saturday 
Ni~ht at the Palace and Small Holdin~s. Today he produces and tours his own 
productions. 

Stern, Bertie Extremely enthusiastic amateur actor, he acted at the Little Theatre in the 
forties. Today he is the owner of the Masque Theatre in Muizenberg. 

Stewart, Job BA and Diploma in Speech Trainin~ student 1947-1950. Shortly thereafter 
he went to England and got mvolved in Chtldren's Theatre under Brian Way. He 
has settled in England. 

Swerdlow, Alan was a BA Performer's Diploma in Speech and Drama student at UCT 
after Vander Gucht's retirement, but was directed by Vander Gucht when she 
was invited to work at the Little Theatre as a guest director. Today he is a 
professional actor. 

Truter, Chris A Drama graduate from Stellenbosch University, Truter joined Malan's 
Pact Playwork youth company at PACT in 1975. In 1976 he joined CAP AB for two 
years and then studied Law at UCT. Since 1977, while practising as an attorney, he 
has acted for CAPAB, Stellenbosch University, the Oude Libertas Foundation and 
various amateur theatre groups on a freelance basis. 

Van Jaarsveld, Johan studied in the Speech and Drama Department in the late sixties. 
He is currently a dubbing director for radio and television. 

Veldsman, George A Cape Town teacher, Veldsman had a passionate interest in the 
theatre. He was a gifted amateur actor in the forties and fifties. He started his 
own theatre group for 'coloured' people which staged, among other things, Julius 
Caesar in the Woodstock Town Hall. He also pursued dramatic activities with the 
school children he taught. 

Warner, Basil Participated majorly in amateur and professional theatre in the Cape in 
the forties and fifties, appearing frequently at the Little Theatre. He married 
Minna Millsten who was an actress and teacher. He wrote Tty for White which 
was the first significant South Mrican play about racism, and which had a long and 
very successfuf run. Today he lives in England. 

Way, Brian a 'disciple' of the Child Drama pioneer Peter Slade, Way's book 
Development throu~h Drama (1967) is still one of the most popular and formative 
books written on educational drama. Way started the Children's Theatre 
Company in London and developed participatory theatre with children, something 
of which is recorded in his book Three Plays for the Open Sta~:e (1958). 

Weinrich, Shiela (married name Lazarus) trained with Cecile de Banke and then with 
Mavis Scott. Thereafter she studied a variety of BA courses at UCT, and Speech 
and Drama with a number of different teachers (amongst whom was Mary 
Holder). She taught Speech and Drama for nineteen years in the Convents and ran 
her own studio from her home -- which she continues to do. Weinrich recently 
celebrated her Golden Jubilee as a member of the Guild . 
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APPENDIXF 

HONOURS AND AWARDS BESTOWED UPON ROSALIE VAN DER GUCHT AFrER 
!2n 

~ This information was obtained from Van der Gucht's papers. 

date unknown made Life Vice-President, South African Guild of Speech and Drama 
Teachers 

1982 April 20, invited to become an Associate Member, upon the formation of the 
Committee of Heads of University Drama Departments at South African 
Universities (CHUDD) 

1983 March 8, Award of Merit, from The Cape Tercentenary Foundation, for 
'Outstanding Services to drama in the Cape of Good Hope in the period 1972-
1982' 

January, Created a Consultant, Drama Committee for the National Arts Foundation of 
South Africa 

March 23, Placed in Fairlady magazine's Who's Who 

July, Advisor, English Usage Advisory Service for the English Academy of Southern 
Africa 

1984 July 30, Admitted as Honorary Member, South African Institute of Theatre 
Technology 

November 1, A A Mutual Life 1st Quarterly Vita Drama Award of R2000, Finalist (for 
Old World) · 

1985 March, Fleur du Cap Nomination as Best Director (for The Importance of Being 
Oscar and Old World) 

July, Honorary President, 'The South African Association of Drama and Youth Theatre, 
in appointing you an Honorary President, wish to recognise your inspired 
leadership and commitment in the fields of Educational Drama, Youth Theatre 
and Teacher Training' 

August, A A Mutual Life Vita Award, 'Presented to Rosalie van der Gucht in recognition 
of your exceptional contribution as an educationalist in English drama in South 
Africa, as well as your inspired efforts to maintain the highest standard of 
excellence in our theatres' 
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NOTES 

INTRODUCTION 

1 Mary Renault, author of the historical novels The Mask of Apollo, The Kin~ 
~~~~~~~~~~~~~~~~~~ 
which she had been given to Vander Gucht's production of Sedeant Mus~rave's Dance. 
The letter begins with her comment upon how the playwright, John Arden, has dealt with 
his historical subject matter. 

2 The person referred to here is Brigid Bates, whom I attempted to interview in 
January 1988. Not only was she inhibited by the tape recorder; upon playback the 
recordmg proved to be completely inaudible, so there is no record of this interview. 

CHAPTER 1 

1 For historical information (of a general kind) in Chapters 1 and 2, I am indebted 
to Ergang's Europe since Waterloo 

2 Unless otherwise indicated, information on the Vander Gucht family in this 
chapter was obtained in a succession of interviews which the writer had with Vander 
Gucht's cousin, Christina Leroy (nee Roberts) and her great friend Primrose Stevenson 
(married name Crighton). 

3 While Florence Roberts taught the daughters, Chulalongkom's sons, the royal 
princes, were educated at a separate school, and afterwards sent to Harrow. Florence 
Roberts followed in the footsteps of Anna Leonowens who taught the eighty-two children 
of King Mon_gkut from 1861-66. Prince Chulalongkom was nine years old when Anna 
arrived. Breaking the promise she had made as a condition of employment -- that she 
would never write about the Siamese royal family -- Anna published her autobiography 
The En~ish Governess at the Siamese Court in the late 1860s which the Siamese tned 
hard to suppress. 'Anna was never for~iven for the books she wrote .... Prince Chula 
Chakabongse in his book Lords and Life says: "Mrs Leonowen's book is a highly 
romanticised and at times a very nearly imaginery portrait of court-life."' ('A note by 
Rosalie van der Gucht, former Head of the University of Cape Town Drama Department' 
in The Kin~ and I theatre programme, Nico Malan Theatre) 

4 In those days the hospital superintendent was called 'secretary'. In an endeavour 
to raise buildin~ funds for St Thomas's hospital, Roberts wrote A Brief History of St 
Thomas's Hospital, London, Photochrom, 1920. 

5 Fogerty wrote The Speakin~ of En~lish Verse, First Notes on Speech Trainin~, 
Speech Craft, Rhythm, Stammerin~. and Standard Plays: adapted for performance in ~1rls 
schools and elsewhere. For full details see References 

6 Letters of reference referred to here are all from the Van der Gucht Papers: 
Aiken, 26 February 1929; Ripman, 26 February 1929; Brooks, 6 April 1936; Allison, 10 
June 1936; Foskett, 18 January 1940; Emmet, 9 August 1940. · 



273 

7 While in South Africa she wrote Conduct and Ability, Educatin~ towards a 
Christian Society and Give the Liyin~ Bible. After she retired she returned to England 
and went to work as a Tutor-Organizer in Maidstone men's prison. She was 
commissioned to write a book on her work there, and she wrote Teach them to Live. 

8 Gerdener published a book entitled Rhythmics. Deriving from the ideas of 
Dalcroze, her work strove to teach her {>Upils form, time, and the note values of music; 
through incorporating improvised creative movement. Circa 1943/4 Gerdener came to 
teach at the Training College in Mowbray Cape Town, where she remained until her 
retirement. (In the early 1950s at Oakhurst Girls School the writer was taught Rhythmics 
and enjoyed it even more than Speech and Drama!) Gerdener was enormously respected 
and admired by her colleagues and students. This information has been obtained from 
Margaret Pagden, her colleague; Prim Stevenson; and Mary Travers-Jackson -- a pupil of 
Gerdener and Vander Gucht at Grahamstown in the forties. 

CHAPTER2 

1 Vander Gucht wrote to Mrs Brett Young 1961 enquiring about another work of 
the latter's husband, The Island. Judging from the latter's reply, we can assume that Van 
der Gucht was fond of the work of Brett Young (letter, 8 March 1961) 

2 For information concerning Vander Gucht's personal activities and family life, 
unless otherwise indicated, I am indebted to Prim Stevenson. 

3 For information on the earlier development of Speech Training at UCf, I am 
indebted to H M Robertson, and Matine Harman's Pioneers of Speech Training in the 
Cape Province. South Africa 

4 General information in this regard was chiefly drawn from Phyllis Hartnoll's 
The Theatre : A Concise History 

5 The latterday Court Theatre -- often referred to as 'The Court' -- is now the 
Royal Court, home of the English Stage Company and nursery for many emerging British 
playwrights. 

6 The evidence would suggest that Gerdener was the 'German woman' who taught 
Dalcroze-medau movement (Vander Gucht, Viva Voce), but Dixie had no recollection of 
that name. 

7 Faculty of Music, Minutes of the Board, 11 March 1946, 11 Apri11946, 10 March 
1947, and Faculty of Arts, Minutes of the Board, 22 October 1948. 

8 Father McManus eventually became Warden/Chaplain at Kolbe House, the 
UCf Catholic Student Society and Residence. 

9 Inskip has written Sta~e by Stage : The Leonard Schach Story, in addition to 
Forty Little Years. 

10 It is not known to this writer why Warner makes no mention of the Eoan 
Group. 
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CHAPTER3 

1 Historical information on South Africa as a whole is largely drawn from T R H 
Davenport in this chapter. 

2 Professor Taylor was brought up in Natal, South Africa. She first met Vander 
Gucht when she came to Natal to adjudicate an Eisteddfod and Taylor was an eager 
candidate. Taylor recalls that Vander Gucht was rather critical of her direction of, and 
performance in, a section from Murder in the Cathedral. However it would seem that 
Vander Gucht was not so critical as not to note the young girl's talent. While Taylor had 
not majored in Speech and Drama at Natal University --where Elizabeth Sneddon started 
her department m 1949 -- she had pursued her Speech and Drama interests extra
curricularly. She obtained her LRAM (Speech and Drama), the ADB and the LTCL 
(Interview). 

3 Gretel Mills obtained obtained a First Class Certificate from the Rose Bruford 
College of Speech and Drama. She had also obtained the LRAM (Speech and Drama), 
the ADB, the LRAM, the Groupe des Recherches Dramatiques et Choreographiques, and a 
Teacher's Certificate from Leeds Training College (Faculty of Arts and Sciences 
Prospectus, 1953). 

4 Unless directly acknowledged, information on Van der Gucht and the 
D:J},artment (in this chapter) was an amalgam of impressions obtained from students, 
st and interested amateurs of the period who were interviewed. These are . 
Blanckenberg, Chiat, Fowles, Franks, Gundle, Harman, Inskip, King, Muldal, Seeliger, 
Sieff, Taylor. -

5 The following Shakespeares were produced by the Speech and Drama Department 
in the period under review - directed by Van der Gucht unless otherwise indicated: 

1943 Scenes from As You Like It 

1944 Scenes from Much Ado about Nothing 

1947 The Merchant of Venice 

1950 Romeo and Juliet 

1954 As You Like It 

1955 Die Koopman van Venesie, Fred Engelen directed, in association KAT. 
andB.AT. 

1956 The Winter's Tale 

1957 Much Ado about Nothing. Mavis Taylor 

1959 Hamlet 

1960 Antony and Cleopatra 

6 Winifred Ward presented Vander Gucht with a copy of her book Playmaking 
with Children inscribed, 'For Rosalie Vander Gucht- in appreciation of a short but 
delightful acquaintance-- Winifred Ward April, 1957'; and Geraldine Brain Siks 
presented Van der Gucht with a copy of her book Creative Dramatics in Home. School. 
and Community inscribed, 'Best wishes always to Rosalie Van der Gucht as you go 
adventuring in the beauty and goodness of living. Sincerely, Geraldine B Siks. Seattle, 
Washington-- March, 1957'. 
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7 For details of changes in the requirements for studying Broadcasting, see 
University of Cape Town, Faculty of Arts and Science prospecti of 1949, 1955, 1956 and 
1958. 

CHAPTER4 

1 The major source of information in this Chapter was the Minutes of the 
Theatre for Youth Committee meetings 1956 - 1970. These are almost, although not 
quite, complete. 

2 For an impression of the effect of Vander Gucht's resignation upon Theatre for 
Youth's Committee, I am indebted to Henshall. 

3 During the interview Basson showed me the letter from the Superintendent 
General of Education which restricted Theatre for Youth to performances after school 

f hours only. · 

CHAPTERS 

. 1 For historical information of a general nature in this chapter I am indebted to 
Davenport. For information on student attitudes of the time, I am indebted to the Little 
Theatre Press Cutting Books, Inskip's Forty Little Years, interviews with students of the 
period and my own memories. · 

2 Shakespeare plays produced in the Little Theatre between 1960 and Vander 
Gucht's retirement in 1971 were: 

1960: Antony and Oeopatra; dir. Vander Gucht, for the 
Speech and Drama Department 

1962: Kin~ Lear, dir. Mavis Taylor, for the Little 
Theatre Players 

1964: Romeo and Juliet, dir. Norman Marshall, for the 
Little Theatre Players 

1968: Heruy IV Part 1, dir. Roy Sargeant, for the Speech 
and Drama Department 

1969: Hamlet, dir. Robert Mohr, for the Speech and Drama 
Department 

1971: Heruy V, dir. Mavis Taylor, for the Speech and Drama 
Department 

3 In 1962 Colleen Fowles co-directed Hermann Griessieker's Royal Gambit with 
Van der Gucht. 

4 Ivan Agherdine take the Endorsement course for Primary Teachers under Van 
der Gucht in 1951, while Veldsman and Manuels were trained teachers who simply 
developd their drama skills through personal interest and initiative. 

5 Vander Gucht said this in interview with Noreen Alexander on a television 
interview recorded in 1984, and re-broadcast as part of a memorial programme on her in 
Portfolio, 5 November 1985. 
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6 The thoucllts expressed in this section form the writer's summation of the chief 
characteristics of Vander Gucht's teaching of teachers. Sources were all those consulted, 
that is: interviews with past students, recorded interviews - especially those with Dewar 
McCormack (1984) and Pamela Gundle (1985), Vander Guclit's lecture notes, the 
lecture and teaching notes of Chiat, Fowles Coates and Morris, and the writer's own 
_experience of Van der Gucht's teaching. · 

7 Mavis Taylor has developed this work. In the nineteen eighties she was a 
founder member of the Community Arts Project and in 1988 she started the New Africa 
Theatre Project. 

CHAPTER6 

1 For information of a general historical kind in this and subsequent chapters I am 
indebted to Davenport. 

. 2 For information on the establishment and development of drama within SA 
Universities, I made enquiries and was assisted in the following ways: Emile Aucamp at 
Stellenbosch University, Public Relations at the University of the Orange Free State, Fred 
Steyn at the University of Pretoria, Guy Butler and Beth Dickerson at Rhodes University. 

3 The Federation of Amateur Theatrical Societies of Southern Africa (F ATSSA) 
was started by P P Breytenbach in Krugersdorp in 1938. An important activity on the 
programme was the National Play Festival, for which Vander Gucht served as 
adjudicator on more than one occasion. Regional F ATSSA festivals were staged at the 
Little Theatre. 

4 For full details of the composition of the following changed courses, see UCT 
Faculties of Arts and Science Prospectus 1965: 

Specialist Teachers' Course in Speech and Drama, p.46 
Performer's Diploma in Speech and Drama, p.43-.6 
Drama I, p. 73-4 
Drama II, p.75-6 

For full details of the composition of the following unchanged courses still being offered, 
see UCT Faculties of Arts and Science Prospectus 1965: 

· BA Degree as a Preparation for a Career in Broadcasting, p.18-9 
Special Endorsement for Holders of Primary Teachers' Certificates, p.46-7 
Certificate in Speech and Drama, p.47 
and UCT Faculty of Education Prospectus, 1959: 
Higher Primary Certificate (Speech and Drama as a special skill), p.6-7 
Higher Primary Certificate with Special Endorsement (Speech Training) p.7 

5 Others who also found their way to the Winter School of Drama in 1964, were 
Marko van der Colff, Norman Coates and Jeremy Cronin. 

6 Precise and accurate information regarding the creating and cancelling of posts 
has been extremely difficult to obtain. Mr Wiggett h~ been retired for many years, and 
the current Inspector for English, Mr Haughton-Hawksley, passed me on to the only 
source he could think of-- i.e. the schools themselves. Information has therefore been 
obtained from the schools (where they have memory or records of teachers of seventeen 
years ago), drama teachers personally known to the writer at that time, and upon enquiry 
made now from Johan Zaayman who teaches at Boston, and Mrs Terry Grant who was 
the first Oral Communication teacher at Jan van Riebeeck in 1976. 
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7 It was this failure to be recognised that caused the Drama Department under 
the headship of Professor Mohr -- acting upon the advice of the two staff of Educational 
Drama, Esther van Ryswyk and Gay Moms - to change the Specialist Teacher's Course 
into an Honours in Educational Drama, which occurred in 1981. 

8 Buildin~ a Character is the title of Konstantin Stanislavsky's seminal work on 
that subject. 

9 For the sake of a more holistic picture, the writer has attempted -- from her own 
recollections of the period-- to briefly summarise here the results of Vander Gucht's 
initial influence upon Mr Wiggett and the events that ensued in the seventies after Van 
der Gucht had retired. A broad description of the implementation of the new posts and 
what happened to them has been sketched, but an analysis of the precise reasons why, in 
some instances, these posts were taken away and in others not refilled, are beyond the 
scope of this thesis. 

10 Roy Sargeant titled Vander Gucht at that time (1965) incorrectly since she was 
only made an Associate Professor in 1970. 

11 Prim Stevenson assisted her friend by doing the musical direction of Little 
Women. 

CHAPTER 7 

1 Vander Gucht's previous Chekhov productions were: 
The Cheny Orchard 1944 
Uncle Vanya 1963 
The Sea~ll 1968. 

2 Helene Rindl was secretary of the Department of Speech and Drama until her 
marriage when she went to live in England. 

3 Van der Gucht notes after the quote that it was quoted at the English Speaking 
Board Course which she attended between 1973 and 1975. 

4 A small copy of Michelangelo's statue of David dressed the opening set of the 
play --which takes place in Organ's house. The figure's loins were concealed with a 
drape. The reference was topical at the time as the statue had been found offensive by 
S.A public authorities -- in spite of the fact that it is one of the masterpieces of world art. 

5 Information in the following few paragraphs was obtained from sources too 
extensive to usefully enumerate. However the chief source was clearly the Van der Gucht 
Papers. 

6 From information obtained from the Department of Extra Mural Studies, it is 
certain that Vander Gucht assisted in UCf Extra Mural Summer School Courses in 1969, 
1971, 1972, 1979, 1981 and 1982; although she probably made contributions in other years 
as well. -
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CHAPTERS 

1 Information on Vander Gucht's directing after her retirement was obtained 
from her Papers, and people associated with the productions who were interviewed. 

2 Comedies directed by Vander Gucht in the seventies are set out below. Production 
details are available in Appendix A 

1973 Tartuffe, Moliere 

Hay Fever, Noel Coward 

1974 Three's Company, Eugene Labiche 

1976 Rin~ Round the Moon. Jean Anouilh 

1977 Blithe Spirit, Noel Coward 

1978 Who is Sylvig, Terence Rattigan 

1979 Relatively Speakin~, Alan Ayckbourn 

3 In her speech 'Shakespeare's Verse and the Actor', Vander Gucht has written: 
'Elsie Fogerty, the famous Principal of the Central School of Speech and Drama used to 
say "Never forget the sense of the sound-- & the sound of the sense"' (Papers). 

CHAPTER9 

1 Roy Sargeant had directed Richard Gush of Salem to mark Professor Butler's 
planned retirement in the early seventies, but Professor Butler had then not retired. 
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