Contents
Definitions

5

Abbreviations

8

Chapter One: A New National Theatre and Dance Policy

10

1.1 Introduction

10

1.2 The Revised White Paper on Arts, Culture and Heritage as Context

11

1.3 Background to this Theatre and Dance Policy Process

11

1.4 Problem Statement

12

1.5 Process and Methodology

13

1.6 Aims

14

1.7 Vision

15

1.8 Understanding of Theatre and Dance in a South African context

15

- Theatre and Dance for Human Development

15

- Theatre and Dance for Social Development

16

- Theatre and Dance for Economic Development

18

1.9 Foregrounding key policy themes

19

- Indigenous Knowledge Systems

19

- Indigenous Arts

19

- Addressing ‘Centre’ and ‘Periphery’

20

- Role of the Artist in Society

20

- Role of Government in Developing the Arts

20

- Role of Civil Society in Policy

20

- Role of Technology

21

- Gendering the theatre and dance sector

21

- Inclusivity in theatre and dance regarding disability

22

1.10 Values and Principles

22

2

Chapter Two: Historical, Social and Sector Context

24

2.1 The Covid-19 Context

24

2.2 Contemporary Social Context

25

2.3 National Development Plan: Diagnostic Overview

26

2.4 Differences in Policy-making Conditions 1994-2022

27

2.5 Theatre and Dance Sector Context

29

2.6 Current Strengths, Weaknesses, Threats, Opportunities

31

2.7 Creative Industries Masterplan, September 2021

35

2.8 Implications of the above for Theatre and Dance Policy

36

Chapter Three: Review of Cultural Legislation in relation to theatre and dance

39

3.1 Introduction

39

3.2 Cultural Policy Context in South Africa

39

3.3 Review of legislation relevant to Theatre and Dance in South Africa

40

3.3.1 Constitution of the Republic of South Africa (no 108- 1996)

41

3.3.2 Bill of Rights

41

3.3.3 Cooperative Governance

41

3.3.4 Interdepartmental Cooperation

42

3.3.5 National Development Plan: Vision for 2030

42

3.3.6 Continental and International Protocols and Programme

43

3.3.7 Revised White Paper on Arts, Culture and Heritage

44

3.3.8 Reflections on Recommendations of the 2015 National Dance and Theatre

48

Conference
3.3.9 Revision of Other Legislation in the Arts Sector

49

3.3.10 The Critical Need for Involvement of All Levels of Government

49

3.4 Summary of Recommendations

51

3

Chapter Four: International and African Cultural Policies and Protocols as Guides

52

4.1 UNESCO’s Recommendation on the Status of Artist

52

4.2 UNESCO’s 2005 Convention on the Protection and Promotion of the Diversity

53

4.3 African Union Agenda 2063

55

4.4 Charter for African Cultural Renaissance

55

Chapter Five: A Fresh Vision for Theatre and Dance

57

5.1 Leveling the Playfield

57

5.2 Introducing a Fresh Vision for Theatre and Dance in South Africa

57

5.3 Education and Training

59

5.4 Companies and Career Paths

62

5.5 Infrastructure

65

5.6 Research, Information and Documentation

70

5.7 Market development

72

5.8 Rights, Renumeration and Social Benefits

74

5.9 Networking and Representation

76

5.10 Awards and Recognition

78

5.11 Funding

80

Chapter Six: Implementation, Monitoring and Evaluation

82

Minimum ideal features of a theatre and dance practice by 1 April 2025

82

Chapter Seven: Conclusion

85

Appendices

86

Appendix One: Charter of Rights for South African Artists

86

Appendix Two: Community Arts Charter

88

Appendix Three: Code of Conduct

90

4

Definitions
Artist: someone who:
•

•
•

Creates, or gives creative expression to or recreates works of art in any discipline (music,
visual arts, theatre, dance, literature, film, design, craft) and/or who does so in an
interdisciplinary or cross-disciplinary manner
Works vocationally in the arts, seeking to make their primary living within the arts and
Self-identifies as an artist and/or is recognised as such by the public, by critics and by their
peers [UNESCO’s 1980 Recommendation Concerning the Status of the Artist].

Audience: refers to people who watch theatre and dance, whether paying or not. ‘Markets’ may
be part of audiences but are distinct from audiences in that ‘markets’ for theatre and dance are
people who pay for their tickets. In the case of audiences who cannot pay to access theatre or
dance mainly for economic reasons, theatre and dance companies obtain the funding from
elsewhere to provide dance and theatre to such audiences. For example, a company taking a
dance performance on a school’s tour may be sponsored by a private sector company. Or a
theatre company promoting safe sex to workers at a factory may be sponsored by the
Department of Health.
Community Art:
•

•
•
•

Art in any form – music, theatre, dance, literature, theatre, design, film and craft – that
reflects the lived experience of people who continue to live on the margins of
mainstream economic, social and cultural activities, in townships and rural areas that
still reflect apartheid’s spatial planning (these people constitute an understanding of
‘the community’ as used in this document)
Art that affirms ‘the right of everyone to participate in the cultural life of the community
and to enjoy the arts’ by making education, creation, production, distribution and
enjoyment of the arts accessible within local communities
Art-related entrepreneurial and organisational practices that seek to improve the
quality of life of local communities and of individuals within such communities
Art that is consciously used to educate, entertain, inspire and challenge communities
about issues that directly affect them with the intention to improve their lives.

Community Arts: Arts that are made by artists for the entertainment or engagement of members
of the community.
Community Arts Organisations: Organisations established and run by people from a specific
community that engages in art forms, that may be income-generating or not, but serve the
community in which they are based.
Core Arts: Theatre and dance are core arts along with visual art, music and literature as defined
by UNESCO, and which give impetus for commercial and entrepreneurial works and enterprises,
such as advertising, film, etc. They are not always commercially viable and generally require state
support.
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Creative Industries: those industries (such as design, fashion, publishing, craft, etc) that have
their origin in individual creativity, skill and talent with the potential for wealth and job creation
through the generation and exploitation of intellectual property.
Dance: movement of the body – generally with music - to engage the senses through the body.
Development: the generation and application of resources to create and sustain the optimal
political, social, economic and other conditions for human and societal growth so that inhabitants
may enjoy the full gamut of human rights and freedoms.
Economic Development: economic growth and the generation of wealth the best of which
contributes to broader social well-being.
Gig economy: A labour market characterised by short-term contracts and ad hoc work rather
than long-term employment.
Human Development: the process of enlarging people’s freedoms and opportunities and
improving their well-being.
Mainstream: the formal economy and formal industry.
Production Teams: everyone that makes theatre and dance work, including the production
manager, stage manager, lighting designer, costume designer, media person, etc.
Performing Arts: The performing arts range from vocal and instrumental music, dance and
theatre to pantomime, sung verse and beyond. They include numerous cultural expressions that
reflect human creativity and that are also found, to some extent, in many other intangible cultural
heritage domains.
Professional: employed or making a living within the sector, whether in the mainstream,
community-based or informal sectors.
Social Cohesion: the extent to which individuals and communities are integrated creating a
coherent, united society functioning in the interests of the greater collective good.
Social Development: qualitative changes in the structure and framework of societies better to
realise conditions to improve the lives of its citizens.
Indigenous arts: arts reflecting the values, beliefs, ideas and forms of original communities and
people, and created and performed by them and/or their descendants.
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Indigenous knowledge systems: The Indigenous Knowledge Systems (IKS) developed and
maintained by South Africa’s indigenous peoples pervades the lives and the belief systems of a
large proportion of the country’s population. Such indigenous knowledge manifests itself in areas
ranging from cultural and religious ceremonies to agricultural practices and health interventions.
[Introduction to Indigenous Knowledge Systems Policy of DSAC].
Theatre: an art concerned almost exclusively with live performances in which the action is
precisely planned to create a coherent and significant sense of drama. [Britannica].

7

Abbreviations
4IR:

Fourth Industrial Revolution

ACT:

Arts and Culture Trust

ACTAG:

Arts and Culture Task Group

AU:

African Union

ASDF:

Arts for Social Development Fund

BASA:

Business and Arts South Africa

CCIF:

Cultural and Creative Industries Fund

CIM:

Creative Industries Masterplan

DSAC:

Department of Sport, Arts and Culture

DTI:

Department of Trade and Industry

ICT:

Information and Communication Technology

MGE:

Mzansi Golden Economy

NAC:

National Arts Council

NACTED:

National Community Theatre and Education Network

NDP:

National Development Plan

NEA:

National Eisteddfod Academy

NGO:

Non-governmental Organisation

NLC:

National Lottery Council

NPO:

Not-for-Profit Organisation

NTDTT:

National Theatre and Dance Task Team

RWP:

Revised White Paper on Arts, Culture and Heritage

SACO:

South African Cultural Observatory
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SATI:

Southern African Theatre Initiative

SWOT:

Strengths, Weaknesses, Opportunities and Threats

TVET:

Technical and Vocational Education Training

UNESCO:

United Nations Education, Science and Culture Organisation
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Chapter One: A New National Theatre and Dance Policy
1.1

Introduction

Breathing New Vision into Theatre and Dance in South Africa, a National Theatre and Dance
Policy, aims to nurture and celebrate theatre and dance, embracing and celebrating the diversity
of theatre and dance forms in South Africa.
It is based on the following understanding:

10

•

Theatre and dance policy should be designed to serve artists and audiences, not
simply markets with disposable income.

•

The values of theatre and dance are deeply embedded in the culture, language and
identity of our society.

•

Government and civil society both have critical roles to play in the protection,
development and nurturing of theatre and dance.

•

Policy recommendations intend to contribute to addressing poverty, inequality and
unemployment, while ensuring that the diversity in the artistic, cultural and heritage
in our society.

•

Building a socially cohesive dance and theatre sector, where theatre and dance
practitioners are able to find consistent employment, and that contributes to a
socially cohesive society, is one of the underlying aims of the policy.

•

Breathing New Vision into Theatre and Dance in South Africa, a National Theatre and
Dance Policy, is written with reference to the Department of Sports, Arts, and Culture
(DSAC) White Paper on Arts, Culture & Heritage: Fourth Draft, 27 October 2017
adopted by Parliament in February 2020, developing the Theatre and Dance
recommendations contained in the Revised White Paper.

•

Integral to this the policy is a detailed Implementation Plan with a five-year
timeframe, 01 April 2022 to 31 March 2027, which includes the appointment of a Task
Team to work closely with the DSAC during the implementation process.

•

Breathing New Vision into Theatre and Dance in South Africa builds on existing and
prior policy documents from a range of sources with the intention of soliciting and
integrating feedback from all stakeholders in the theatre and dance sectors.

1.2

The Revised White Paper on Arts, Culture and Heritage as Context

Policy is a product of its times and responds to conditions as they exist in relation to the subject
about which policy is being made, in order to intervene and shift those conditions towards the
realisation of a more ideal set of conditions.
As conditions change, not least because of the positive outcomes of initial policy interventions,
it is necessary to evaluate the relevance of those initial policies and devise new policies in
response to the prevailing conditions.
The formulation of the inaugural 1996 White Paper on Arts, Culture and Heritage with great
emphasis on urgent institutional redress, nation-building and social cohesion. The White Paper
on Arts, Culture and Heritage was adopted by Cabinet in August 1996. It was preceded by
extensive research and consultation which began two years earlier, in 1994. A major
development stemming from the inaugural policy was the establishment of the National Arts
Council (NAC) as well as several national and provincial arts and culture agencies to support the
development of the sector within South Africa’s new democratic framework.
The then Department of Arts and Culture (DAC) began reviewing this White Paper under Minister
Paul Mashatile in 2013. The first three drafts were published on 17 March 2015, 14 Nov 2016, 01
June 2017, respectively, and the fourth draft about 18 months ago, on 27 October 2017. The
fourth draft of the 1996 White Paper on Arts, Culture & Heritage: Fourth Draft, 27 October 2017
was adopted by Parliament in February 2020.
Breathing New Vision into Theatre and Dance in South Africa, a National Theatre and Dance Policy
addresses theatre and dance within the White Paper and is written taking account of its
recommendations.

1.3

Background to this Theatre and Dance Policy Process

From 2009-2015 the Southern Africa Theatre Initiative (SATI) headed by Mr Mpho Molepo with
Ms Bobby Rodwell and Ms Samukhelisiwe Mfuphi, implemented the National Consultative
Process, speaking to the need for policy changes for theatre and dance. Conferences were held
in all nine provinces and culminated in a conference at Kopanong in 2015. A National Theatre and
Dance Task Team (NTDTT) was elected, with one dance representative and one theatre
representative from each province, to take the process further.
Members of the NTDTT were: Mr Monde Ngonyama; Ms Mashupe Phala; Ms Lerato Molemeng;
Mr Letlhogonolo Nche; Ms Precious Marobele; Mr Mpho J Molepo; Mr Thamsanqa Sifiso
Hlatswayo; Mr Wits Lesenyeho; Mr Matthews Manamela; Mr Jones Chisekula; Mr Mahlubi Kraai
(deceased); Mr Themi Venturas (deceased); Mr Benjamin Plaatjies (resigned); Mr Mandla Sibiya;
Ms Mamela Nyamza (resigned); Mr Mojalefa Maluleka; Mr Thami aka Mbongo; and Mr Sowabile
Mfecane.
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The policy formulation was supported by the Department of Sport, Arts and Culture.
Unfortunately, the process was not taken forward. The current policy development is very much
a revival of that process and is managed Mr Mpho Molepo of the Alexandra Arts Academy.
A team of people representing theatre and dance was established to co-ordinate and integrate
existing policy proposals and make new recommendations, with sector consultation. The team
comprises of Mr Mpho Molepo, Mr Mike van Graan, Ms Bobby Rodwell, Mr David April and Dr
Lebogang Lance Nawa. This process represents a unique opportunity for the theatre and dance
sectors to shape policies and strategies that directly affect their creative lives and livelihoods.

1.4

Problem Statement

The basic requirement of any policy within the South African Theatre and Dance sector, is that it
recognises and responds to the inequalities within our society and affirms the right of all ‘to
participate in the cultural life of the community and to enjoy the arts’ (Article 27 of the Universal
Declaration of Human Rights), irrespective of whether they have the economic means to do so,
or not.
The breakdown in public services and other areas of social services such as health, education,
security, etc, is also reflected in the ability of the people to create, present and participate within
the arts, culture and heritage sectors, or not. Any policy implementation models need seriously
to examine the capacity of national, provincial and local governments to deliver on such policies,
or suggest alternatives where necessary.
The relatively wealthy who earn 70% of the national income collectively will be able to purchase
the public and private arts, culture and heritage services, goods and experiences on offer, just as
they are able to purchase decent education, health and security services.
Besides apartheid’s spatial geographies, the distribution of poverty, wealth and racially-defined
communities continue, more than 27 years into our post-apartheid democracy. Substantive –
rather than superficial demographic – transformation will require state subsidy and intervention,
rather than reliance on “the market” to correct such historical maldistribution.
Thus, policy that foregrounds or preferences the creative and cultural industries that, by
definition, require markets of people with disposable income, will in effect, continue to exclude
and marginalise the poor, who comprise at least half of South Africa’s population.
Simply to foreground demographic transformation of cultural institutions without the requisite
management, mentorships, training, etc would be to repeat some of the mistakes of the last
twenty-six years that have led to non-delivery of substantive or structural transformation.
Similarly, the last two decades have shown that to build or make available infrastructure such as
community arts centres without training, developing and supporting the required human
resources to govern, manage and staff such infrastructure, is a recipe for non-delivery and
wastage of resources.
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The distribution of infrastructure inherited from apartheid continues into our current experience
without any analysis of whether this infrastructure – expensive at it is – is the most appropriate
infrastructure to serve the country with its current demographic composition and needs.
One of the biggest challenges within the arts, culture and heritage sector is to overcome the race,
class, gender, provincial and other divides and bring together those who have - or who have
access to - skills, resources, networks, experience, infrastructure and markets and those who do
not, in order collectively to work for the greater good for all. As it stands at the moment, those
within the sector with skills, experience and resources are able to operate relatively effectively
within silos of privilege, while those who do not, encounter significant struggles, and the divides
are exacerbated.
The beneficiary focus of cultural policy in a country such as ours should be on ensuring access to
the arts for all citizens, the vision of the original White Paper on Arts, Culture and Heritage, which
remains as relevant today as 24 years ago.
Thus a ‘developmental state’ approach (where government intervenes and supports
programmes and initiatives to enable citizens to enjoy their constitutional rights) is required. The
two provinces in the country with relatively high levels of education and income – Gauteng and
Western Cape – may be able to support cultural activities dependent on the market (while noting
that given the inherited spatial arrangements of apartheid, there are many locations within
Gauteng and the Western Cape that do not have access to cultural infrastructure, resources and
expertise, thus requiring similar interventions as the less-resourced provinces). There is
desperate need for the re-prioritisation of resources, infrastructure and expertise to the Eastern
Cape, Limpopo, North West Province, Northern Cape, Mpumalanga and Free State and parts of
KwaZulu-Natal to ensure substantial transformation and the rights of all citizens to participate in
and enjoy the arts.

1.5

Process and Methodology

The policy development process included conducting research as well as interviews with relevant
people in the sector. The research focused on relevant national and international policy and
legislative documents, policy documents developed by activists in the sector, academic papers
and reports. The interviews were conducted over telephone, zoom calls and meetings.
This policy document builds on proposals and documents produced in the past such as the
Theatre and Dance Kopanong Conference Report (2015), Performing Arts Network of South
Africa’s Overview of the Theatre Sector (2003), the Resolutions of the National Theatre and
Dance Task Team (2017) and STAND Foundation’s document, “Towards a Vision for Theatre and
Dance” (2020), which itself builds on these and other documents.
Relevant research produced by various actors in the arts and culture sector has also been
referenced, included reports by the South African Cultural Observatory (SACO) on the impact of
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COVID-19 on the creative sector and the nature and state of employment within the sector. The
Revised White Paper on Arts, Culture and Heritage provides a springboard for this document that
further develops policy proposals for theatre and dance.
Draft One will be sent to the sector for feedback by stakeholders before the end of February
2022. A National Conference will be held once Draft One has been sent out, with all stakeholders
who would like to engage in the process. By the mid-March 2022, Draft Two will be delivered to
the Department of Sports Arts and Culture (DSAC). The final Breathing New Vision into Theatre
and Dance in South Africa, National Theatre and Dance Policy, will be published by the DSAC by
end of March 2022.

1.6

Aims

The primary aims of this Draft National Theatre and Dance Policy and Strategy are:
Aim one:

To set a vision and practical policies, strategies, implementation mechanisms and
time frameworks that would result in a sustainable and vibrant theatre and dance
sector in all nine provinces with South African dance and theatre makers
representing the country with pride across the African continent and globally.

Aim two:

To ensure the vision of the country’s constitution and the human rights of all South
Africans – irrespective of economic means, social status or geography - are
integrated into and served by theatre and dance policy and practice.

Aim three:

To outline the unique dynamics, conditions and circumstances of theatre and
dance, relative to other art disciplines, in order to ensure appropriate policies and
strategies be devised for the sector that promote and celebrate excellence and
diversity in the various forms of theatre and dance in the country.

Aim four:

To ensure that all theatre and dance forms, traditional and contemporary are
represented in the policy, and affirm the dignity and rights of those who seek to
make their livelihoods within the theatre and dance sector.

Aim five:

To uphold the democratic rights of artists and co-workers to organise themselves
independently and engage in the formulation, implementation, monitoring and
evaluation of policies and strategies that directly affect them.

Aim six:

To contribute to a mutually respectful relationship between civil society and
different tiers of government – national, provincial and local - in order to create
cooperation and mutual understanding.
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1.7

Vision

The proposed Vision for theatre and dance is:
To nurture, support and celebrate South Africa’s rich and diverse theatre and dance
forms, thus enabling them to contribute to human, social and economic development and
to the well-being of all who live here.
At its core, the vision is to have as its starting point not how the arts generally and theatre and
dance in particular, may contribute to poverty alleviation, but rather emphasises an approach
that affirms, enhances and celebrates South African theatre and dance and in doing so, these will
organically contribute to human, social and economic development.
A secondary part of the vision is premised on Article 27 of the Universal Declaration of Human
Rights:
Everyone has the right freely to participate in the cultural life of the community and to
enjoy the arts.
While the primary vision affirms the theatre and dance sector, the secondary vision affirms the
right of all South Africans to access and enjoy theatre and dance, irrespective of their
geographical location, their social or educational status or their economic means. This will require
a major shift in policy and funding of theatre and dance from what has been the case in the last
27 years.

1.8

Understanding Theatre and Dance in a South African context

Dance and theatre are inextricably linked as expressions of belief, attitudes, norms and values
within the African context. Dance does not merely form a part of community life; it represents
and reinforces the community itself and often tell stories that are part of the oral history of the
community. Its structures reproduce the organisation and the values of the community and by
extension the diverse traditional and contemporary dance in South Africa. Furthermore, dance
and theatre are not just entertainment; we mobilise people through the stories we tell and dance
and theatre are performed for socio-cultural, historical, political, and religious purposes.
Given the range of lived experience in South Africa, this document proposes policies, strategies
and funding mechanisms that recognise the different roles that theatre and dance play in
different material and social conditions.
Theatre and Dance for Human Development
This is about theatre and dance in their own rights, as integral to human development. It is about
exercising the fundamental human right to participate in the cultural life of the community and
to enjoy the arts. It is about exercising the constitutional right to freedom of creative expression.
It is also about theatre and dance providing emotional, psychological and spiritual catharsis and
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sheer enjoyment for those who experience it. It is about building confidence, developing
transversal problem-solving skills and indulging in creativity and innovation for those who
participate actively in it.
Theatre and Dance for Human Development is not about the size of the audience or the market;
it is important because human beings matter, and because human beings are more than physical
entities in need of food and shelter; we also have psychological, emotional and intellectual
dimensions that need to be stimulated, to be challenged, to be satisfied.
Theatre and Dance for Human Development is also about affirming identities, celebrating and
interrogating values and worldviews of local communities, helping them to make sense of their
world, offering local alternatives to the values, beliefs and worldviews embedded in the creative
products consumed daily because of globalised markets.
The funding of Theatre and Dance for Human Development requires a structure like the National
Arts Council, a body that allocates public funding to projects based on their intrinsic merits, and
their value for human development. In funding such activities, the state recognises the value of
the arts to human development, and it supports the right to freedom of creative expression by
making available resources for this right to be practiced (so that it is not only those with resources
who may exercise this human and constitutional right).
These activities are generally not-for-profit and seldom, if at all, break even at the box office, let
alone make sufficient income to support a future production. At best, Theatre and Dance for
Human Development may survive through a “mixed economy” model of public sector funding,
private sector sponsorship and box office income, but generally, they will always require some
form of subsidy, whether from the public purse, private or corporate sponsorship or international
funding.
If Theatre and Dance for Human Development is dependent on sponsorship and/or public subsidy
in urban, resourced areas, it is even more dependent on funding to tour such works to audiences
in poorer regions, in rural areas and who have as much right to these works as those with
disposable income. It is for this reason that arts policy and public funding for theatre and dance
need to shift from their concentration on urban infrastructure to more mobile forms of
distributing theatre and dance i.e., support for theatre and dance companies that are based in
all nine provinces, and that tour their respective provinces.
Theatre and Dance for Social Development
Given the unequal nature of our society, the high levels of poverty and unemployment and the
myriad social problems that arise from these, the need for artistic interventions to contribute to
socially-good ends is great. This need would see dance and theatre instrumentalised to achieve
social well-being, to change behavior towards an end that would benefit a community or society
as a whole e.g. a theatre company that educates a community about COVID-19; a photographic
exhibition that affirms gay women; a dance piece that celebrates people living with disabilities
and a music concert that addresses Afrophobia.
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It is through Theatre and Dance for Social Development that divides along lines of gender,
language, urban/rural, race, class and disability will be addressed, and that projects that promote
the development of skills, mentoring, and capacity-building among marginalised communities
are supported. The provision of infrastructure in poorer districts and the support for projects and
activities that utilise homes, schools, church halls, taverns and public spaces to promote the
creation, distribution and enjoyment of theatre and dance, would be part of Theatre and Dance
for Social Development.
Just because Theatre and Dance for Social Development have a socially-good end, does not mean
that they do not require high aesthetic and technical levels of production; on the contrary,
practitioners in this paradigm have the unique opportunity – and responsibility – both to raise
social consciousness in order to change behaviour, and to raise the aesthetic consciousness and
expectations of their audiences.
Theatre and Dance for Social Development practitioners will be required to be no less trained,
professional or excellent in the execution of their work as practitioners in Theatre and Dance for
Human Development or Theatre and Dance for Economic Development.
The beneficiaries of Theatre and Dance for Social Development are generally not “markets”
(people with disposable income who can purchase access); they are “audiences”, people who will
benefit from access to or participation in the dance and theatre works that speak to their realities.
The creators and distributors of such dance and theatre projects require substantial funding, as
there will be little, if any, income from ticket sales.
The National Arts Council already does not support theatre and dance projects that have a
primarily social development function.
Accordingly, it is strongly recommended that an Arts for Social Development Fund (ASDF) be
established to support projects that have social transformation as their end. This Fund would also
support projects in other paradigms that have a social development dimension e.g., a theatre
company that wants to mentor a new woman director as part of their programme, or a theatre
that aims to provide training for technicians.
The ASDF would receive its primary funding from the Department of Social Development, from
corporate social investment budgets, from international development agencies, and from the
National Lotteries Commission.
While artistic criteria will still be relevant, the primary criteria for considering projects would be
their potential impact on social transformation, on providing access to the arts for all, and on
serving the artistic, social and other needs of mainly disadvantaged communities and individuals.
This Fund would go to the heart of redressing current inequalities, of contributing to the
transformation of our society through the arts generally and dance and theatre in particular, and
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of affirming the right of all citizens to ‘participate in the cultural life of the community and to
enjoy the arts’.
It is through this Fund and related partners that people in rural areas, the poor, the unemployed,
those with limited income, will be provided with cultural vouchers so that they may access a
number of publicly-funded productions (that fall within the Theatre/Dance for Human or
Economic Development categories) per year. This strategy would build and emphasise ‘demand’
for dance and theatre as opposed to much policy that emphasises ‘supply’. It also gives citizens
choice and means to exercise their right practically to ‘participate in the cultural life of the
community and to enjoy the arts’.
Theatre and Dance for Economic Development
Theatre and Dance for Economic Development is about commercial theatre and dance whose
primary orientation is to generate wealth for shareholders and participants, and that do so by
unashamedly creating and presenting theatre and dance productions for economic elites, most
often reached through formal theatre spaces and festivals.
Theatre and Dance for Economic Development productions - stand-up comedy, musicals, local
and international productions that tour with South African performers locally and abroad – are
aimed at markets with disposable income, tourist markets and global markets.
Entrepreneurial and for-profit activities require start-up capital to produce, or to produce at scale
and to take products and services to the market. Such start-up capital may take the form of grants
or sponsorships, or low interest loans, or a combination of these.
These activities would be funded by a Creative and Cultural Industries Fund (CCIF), a fund that
would also support training courses for creative entrepreneurs at all levels of the dance and
theatre value chains: producers, touring agencies, venue managers, publicists, digital distribution
platforms, designers, etc.
Funding would be sourced from the Department of Small Business, the Department of Trade and
Industry, from corporates, Business and Arts South Africa, as well as from entrepreneurs
supported by the Fund, who subsequently make a contribution to it.
The CCIF would not support not-for-profit activities; its primary role is to support theatre and
dance activities that will find sustenance in the marketplace.
This approach – Theatre and Dance for Human Development, for Social Development and for
Economic Development - recognises the different realities brought about by the fundamental
and structural inequalities within our society and recognises the different roles that dance and
theatre could play within these different realities. It shifts from a ‘one-size-fits-all’ approach and
recognises the right of dance - and theatre-makers to choose in which sector they will practice,
and to be supported in doing so. It also seeks to ensure that everyone has access to dance and
theatre and encourages dance and theatre practitioners to work across all three paradigms,
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because they are able to make a sustainable living, while serving both economic elites, those on
the economic and social peripheries, and those in between. It will also mean that theatre- and
dance-makers do not have to jump through social change or social impact hoops as part of
applying for and justifying public funds when such hoops are not appropriate to their projects, or
when they do not have the skills, capacity or passion for such social impact hoops.

1.9

Foregrounding key policy themes

Indigenous Knowledge Systems
Both in their own right and in the context of increasing globalisation and the cultural hegemony
of western media and cultural institutions, acknowledgment and promotion of Indigenous
Knowledge Systems (IKS) is critical in our work. While IKS are the core of traditional forms of art,
theatre and dance in South Africa bear the influence - consciously or unconsciously – of
Indigenous Knowledge Systems. The vast majority of people in South Africa live within and make
meaning for their lives from Indigenous Knowledge Systems; it is important that this is
acknowledged in legislative and policy work within theatre and dance. The relevance of IKS is
manifest in cultural and religious ceremonies, health care, education, various social practices and
traditions and in how communities take care of children and the aged.
UNESCO’s 2005 Convention on the Protection and Promotion of the Diversity of Cultural
Expressions affirms the importance of promoting IKS in our context and the need to promote
African identity, values, beliefs and perspectives on global issues. The Indigenous Knowledge
Systems (IKS) Policy adopted by Cabinet in November 2004, states: “As policies and legislative
frameworks are developed, the importance of both identifying and protecting indigenous
knowledge is receiving increased attention from policy makers the world over.” The integration
of Indigenous Knowledge Systems into arts, culture and heritage policy is aimed at enhancing the
ability of communities to develop and manage human, intellectual and material resources of
African culture and heritage, and to decolonise public policy. The inclusion of IKS is premised on
the cultural rights of communities and the principle that an individual has a right to belong to,
practice and abide by the cultural traditions of her/his community.
Indigenous arts
Indigenous arts are a means of cultural expression, as well as a way for people to continue
cultural practices for generations. Indigenous art is an important means for exploring, expressing
and celebrating individual and community identity.
According to the National Eisteddfod of South Africa™ Indigenous art is performed by indigenous
people that lived in a place long before other people arrived to live there. In South Africa this in
particular refers to the San and Nama people. Many cultures that are now considered indigenous
to our country brought their innate culture with them as they migrated towards the south from
various places since the 16th century. Indigenous art also refers to home-grown art that
expresses the innate qualities that have developed and characterises the different people of our
land. The National Eisteddfod Academy (NEA) included a new Indigenous South African Arts
Section in their 2016 Prospectus 2016 and believe that the purpose of including Indigenous
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African Arts as separate section is to encourage and stimulate participation in indigenous dance
– such as the Riel dance, music, theatre and storytelling activities, as well as to promote and
preserve indigenous languages.
Addressing ‘Centre’ and ‘Periphery’
Within theatre and dance there is a notion of ‘centre’ versus ‘periphery’ with a tendency to use
the term ‘community theatre’ and ‘community dance’ to insinuate that the work is inferior and
‘peripheral’ to what takes place in the ‘centre’, which is made up of largely big state funded
venues and theatres. The reality is that most theatre and dance in this country, takes place in
spaces other than the ‘centre’. Access and resources tend to be centralised in urban spaces
leaving other often more rural and township spaces poorly resourced with limited access to
training, funding and the ability to travel with productions. It is worth nothing that many
‘professional’ productions have their origin in non-urban spaces and it is for this reason that
this symbiotic relationship should be nurtured.
Policy needs to ensure better access for all theatre and dance practitioners, including physical
spaces, training, festivals, etc. and ensure that all who seek to make their livelihoods within the
dance and theatre ecosystems, have access to resources.
All theatre and dance practitioners, including physical spaces, training and festivals requires a
policy-driven approach by a facilitative government, in partnership with civil society, focusing on
policy implementation and ensure that all who seek to make their livelihoods within the dance
and theatre ecosystems, have access to resources.
Role of the Artist in Society
Art is integral to any society. Artists contribute to society by deploying their creative and critical faculties
in interrogating, synthesising and affirming their respective social contexts, and in their pursuit and
expression of truth as they understand it.

Role of Government in Developing the Arts
The prime role of the national and provincial governments is to develop policy which ensures the
survival and development of all art forms and genres, cultural diversity with mutual respect and
tolerance, heritage recognition and advancement, education in arts and culture, universal access
to funding, equitable human resource development policies, the promotion of literature and
cultural industries. Culture is not created by government but enabled by it. This works best when
legal, policy and fiscal strategies create an environment that values cultural activities, fosters
excellence and participation while supporting risk and exploration, recognises diversity in all its
forms and encourages expression of a distinctive sensibility.
Role of Civil Society in Policy
While it is recognised that government at all levels – national, provincial and local – is responsible
for devising and implementing policies affecting the arts, civil society is a key partner and driver
of the implementation of policies and strategies that serve its interests.
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Within a democratic dispensation, it is the right of those affected by policies, to participate in the
formulation, implementation, monitoring and evaluation of those policies. What the past 27
years have shown is that we have sound policy but poor management and implementation by
different tiers of government. It is thus imperative for civil society to engage more actively in
policy formulation, implementation and evaluation.
There are two components to this document. The Policy component outlines policy for the
sectors in line with the White Paper. The second component is an Implementation Plan that will
give life to the policy over the next five years 01 April 2022 – 31 March 2027. Critical to this plan
is the establishment of a Task Team to oversee the implementation of the recommendations.
The Role of Technology
The Covid-19 pandemic raised awareness of the importance of technology in creating and
distributing the arts and highlighted the potential of the “4th Industrial Revolution (4IR)” in
increasing the impact of and access to the arts. There is an urgency for theatre and dance
practitioners to engage with, acquire skills in technology and understand what it means to the
sector. While the use of technology can be beneficial to the distribution of information and art,
it can also have a negative effect on live performance and the understanding of theatre and dance
as the live encounter between performers and audiences. It can also increase inequality because
of the high cost of data, the manner in which most people access the internet (through their
phones) and connectivity limitations.
Gendering the Theatre and Dance Sector
“It is vitally important that all structures of government… should fully understand…: …freedom
cannot be achieved unless women have been emancipated from all forms of oppression….unless
we see in visible and practical terms that the condition of women in our country has radically
changed for the better, and that they have been empowered in all spheres of life as equals…”
President Nelson Mandela, Inaugural speech, April 1994, from South Africa’s National Policy
Framework for Women’s Empowerment and Gender Equality, Prepared by The Office on the
Status of Women
At least at a theoretical and policy level, South Africa has made significant strides in advancing
the rights of women. The broadening of an understanding of gender beyond the binary
definitions of male and female to include identities that are not linked to either not to biological
elements, is important to understand and reflect in theatre and dance policy and practice, a site
that affirms and respects broader definitions, identities and practices related to gender.

21

Inclusivity in theatre and dance regarding disability
An inclusive approach in and through theatre and dance must also recognise and affirm citizens
and artists who have some form of disability, whether physical, intellectual or other. Such
inclusivity needs to be reflected in policy formulation, in physical infrastructure, in training and
capacity-building programmes, in hiring policies within the dance and theatre sector and in
companies and artistic practices that affirm people with disabilities.

1.9

Values and Principles

Based on the social context as well as an understanding of the various roles that the arts, culture
and heritage can play within varied conditions, it is recommended that we premise our policies,
funding and strategic approaches in the belief that theatre and dance have:
•
•
•

Value in their own right in the context of individual and personal human development.
Social value in contributing towards societal transformation and in being instrumentalised
for socially good ends.
Economic value in that they create jobs, generate income and contribute directly and
indirectly to economic growth.

Arts policy, practice and funding should take account of these different roles and values of dance
and theatre, and their respective contributions to human, social and economic development.
The values and principles that underpin the policy and strategies contained in this document are:
Good governance: Public funded institutions and civil society organisations are to exhibit
exemplary governance and sound fiduciary oversight.
Renewal: Intergenerational learning and cooperation will underpin a commitment to new and
younger leadership and succession planning to ensure the longevity and sustainability of the
sector.
Professionalism: The performance of assigned tasks or duties within given time frameworks, and
done to our best abilities, being accountable for our actions.
Integrity: We will act with honesty and truthfulness, take responsibility for our shortcomings and
adhere to our values.
Transparency: We will be open in our communication and hold ourselves and our actions up for
scrutiny by our stakeholders.
Innovation: We believe in artistic innovation and creative thinking and will strive to encourage
and practice these in meeting challenges as we encounter them.
Excellence: We believe in the pursuit, practice and rewarding of creative, technical and
performance excellence.
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Respect: We will engage with each other and with others respectfully and without undermining
their dignity, even when we disagree with them, or hold them accountable.
Social justice: We believe in a just society in which the dignity, rights and freedoms of all our
citizens are respected, are given concrete expression and which will frame our overall vision and
activities.
Anti-discrimination: We reject discrimination on the basis of language, colour, gender, disability,
sexual orientation, nationality, class, geography and education and will work across such divides
actively seeking to support those who suffer such discrimination.
Redress of historical inequities: In pursuing social justice and practicing anti-discrimination, we
will address historical inequities in the distribution of resources and opportunities along
gendered, class, racial and geographical lines.
Diversity: We embrace, encourage and seek to ensure diversity in all its various expressions in
our activities.
Partnerships: We believe the sustainability and vibrancy of our sector lies in building and
maintaining partnerships with and between stakeholders in the sector; to this end, we will seek
to conduct our activities as much as possible in partnership with others, both within the sector
and with other social forces and movements.
Non-partisanship: We engage in political issues, but we will not be aligned to any political party.
We may support the ideas and proposals of political parties as they affect our sector, but this
does not mean that we are aligned with those parties.
Freedom of expression: We believe that freedom of expression – excluding hate speech as
defined by the Constitution – is fundamental to creativity and we will expose and oppose
attempts to prevent, restrict or undermine this freedom, while understanding that context may
require responsible and sensitive exercise of this fundamental freedom.
Fair remuneration: We believe that creative practitioners and service-providers need to be
remunerated for their work and expertise, and that such remuneration needs to be decent
(taking account of living standards) and fair (in relation to the work done).
Solidarity: We strive to work with others in pursuing our aims, and will stand with other entities
when faced with challenges.
Sustainability: We will work towards the sustainability of the sector as a whole, and in doing so,
pay heed in word and deed to the pillars of sustainability – economic, social, environmental and
cultural.
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Chapter 2: Historical, Social and Sector Context
2.1

The COVID-19 Context

South Africa has one of the highest levels of disparity between rich and poor in the world. Almost
half the population lives below the poverty line. Any national policy should engage with the socioeconomic situation in the country and make recommendations that focus on contributing
towards the elimination of material disparity.
It is more than two decades since the adoption of the original White Paper on Arts, Culture and
Heritage, which has given time for evaluation of the impact of its implementation. The Revised
White Paper on Arts, Culture and Heritage adopted in 2020, takes account of progress made since
1996, and takes cognisance of new challenges, conditions and possibilities.
While the Revised White Paper was devised in different times and conditions, it is the COVID-19
pandemic that has sharpened the inequalities within our society, and provided further challenges
and opportunities for intervention in support of the dance and theatre sector.
The COVID-19 pandemic and related lockdown restrictions have impacted heavily on the arts
sector generally, but particularly on dance and theatre. The very definition of theatre as the live
encounter between performers and audiences has been brought into question with audiences
being banned as potential vectors of the coronavirus and as theatre-makers migrated to online
platforms without live audiences in search of income.
Dance companies that generated a significant part of their funds from international tours were
barred from travelling abroad, with many livelihoods adversely impacted.
The South African Cultural Observatory (SACO) reported that the contribution of the creative and
cultural industries to the Gross Domestic Product shrank by R42,2 billion in 2020.
Unemployment across all sectors increased dramatically, with the 7,6 million people – 34,9% of
the labour force - without work in the third quarter of 2021. 66,5% of job seekers aged 15-24 are
unemployed.
COVID-19 has highlighted and exacerbated the inequalities in our society, presenting the stark
challenge to policy-makers in the arts: for whom are we making theatre and dance? Who has
access? Who is being excluded?
Audiences for mainstream theatre have declined with many in vulnerable age groups fearful of
infection when attending theatre, while even monied audiences have tightened their belts
because of adverse economic conditions.
The precarity of the theatre and dance sector with its ‘gig economy’ of ad hoc work and insecure
income-opportunities has been exposed, with many who work within the sector struggling to
generate any form of income.
On the positive side this situation led to the rise of numerous artist-led organisations to represent
and advocate for the interests of artists generally, and for the dance and theatre sector in
particular.

24

The impact of COVID-19 has emphasised the importance of having a coherent Disaster AND
Protection Strategy for the protection of artists, in the event of disasters or pandemics, which
may well be a reality from now on, and government should have a proper coherent response.

2.2

Contemporary Social Context

The Diagnostic Overview of the National Planning Commission (2010) and the last census (2011)
provide useful starting points for understanding our current, post-apartheid context for policymaking.
South Africa’s current population estimate is 59,62 million.
Statistics South Africa’s population estimates for mid-2019 were as follows:
Province
Gauteng
KwaZulu-Natal
Western Cape
Eastern Cape
Limpopo

Number
15,18m
11,29m
6,84m
6,71m
5,98m

%
25,8%
19,2%
11,6%
11,4%
10,17%

Province
Mpumalanga
North West
Free State
Northern Cape
TOTAL

Number
4,59m
4,03m
2,89m
1,26m
58,78m

%
7,8%
6,8%
4,9%
2,1%
100%

The population increased from 40,5 million in 1996 when the first White Paper on Arts, Culture
and Heritage was adopted to 59,62 million in mid-2020 (according to STATS SA estimates), an
increase of nearly 20 million.
Numbers per ‘population group’ (terms as used by STATS SA) in 2019 were as follows:
Black African
47.44 m
80,7%

Coloured
5,18 m
8,8%

White
4,65 m
7,9%

Indian/Asian
1,5m
2,6%

Total
58,78m
100%

51,2% of the population are women.
64% of the population is under 35.
According to a STATS SA 2020 report on inequality in South Africa, Black Africans earn an average
of R6899 per month, Coloureds R9339 per month, Indians/Asians R14235 per month and Whites
R24646 per month.
The report states that the bottom 60% of households are more dependent on social grants than
on income derived through the labour market.

25

According to STATS SA’s 2014/15 Living Conditions Survey, nearly half – 49,2% - of South African
adults live in poverty. The percentage of adults who live in poverty per province is as follows:
Limpopo 67,5%; Eastern Cape 67,3%; KwaZulu-Natal 60,7%; North West 59,6%; Mpumalanga
54,6%; Northern ape 54,3%, Free State 48,9%, Western Cape 33,2% and Gauteng 29,3%.
Access to the internet is increasing with more than 60% of the population now having access to
the internet. However, less than 10% have access to the internet at home.

2.3

National Development Plan: Diagnostic Overview

The Diagnostic Overview prepared for the National Planning Commission is now more than ten
years old, but the following relevant extracts from the Overview help to provide the
contemporary context in which the dance and theatre ecosystems are located.
o Poverty tends to be concentrated in rural areas and especially former bantustans.
However, deep poverty is also found in cities with inward migration in search of
work. Poverty rates among women-headed households are higher than the
average and women continue to earn less than men.
o About two-thirds of all unemployed are below the age of 35.
o Efforts to raise the quality of education for poor children have largely failed. Apart
from a small minority of black children who attend former white schools and a
small minority of schools performing well in largely black areas, the quality of
public education remains poor. Literacy and numeracy test scores are low by
African and global standards despite the fact that government spends about 6%
of GDP on education.
o Poorly located and inadequate infrastructure limits social inclusion and faster
economic growth. The spatial legacy of apartheid continues to weigh on the entire
country. In general, the poorest people live in remote rural areas.
o The performance of the public service is uneven. The effects of poor service
delivery are concentrated on the poor and especially on women.
o It is vital that public servants have the skills and motivation they need to do their
jobs. Yet, there is a shortage of staff and specialist skills in many aspects of the
public service.
o One of the most striking breakdowns in accountability is corruption. Defined as
the misuse of an official position for personal gain, corruption occurs in both the
public and private sectors but it is particularly damaging to good relations
between citizens and the state.
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o It is estimated that 20-25% of state procurement expenditure, amounting to
roughly R30 billion a year, is wasted through overpayment or corruption.
o South Africa remains a divided society… the poor performance of some public
institutions further exacerbates the division in many ways. The rich are able to
purchase private provision of these (e.g., health, education, private security).
o These divisions in our society undermine our ability to define social contracts or
compacts. Social contracting or compacting occurs where different groups in
society rise above their immediate short-term interests and cooperate in pursuit
of a society-wide longer-term goal.

2.4

Differences in policy-making conditions: 1994 to 2022

It is important to note some of the fundamental differences in the conditions prevailing at the
time of the preparation of the original White Paper on Arts, Culture and Heritage and the
conditions surrounding the drafting of the Revised White Paper (2020).
First, in 1994, there were limited funds for the arts, and within the context of the myriad other
apartheid legacies that a new government would have to deal with, policy makers adopted a “five
loaves and two fish” approach to policy-making by attempting to use the funds available to serve
primarily a white minority under apartheid, to now serve the whole population. Twenty-five
years later, the DAC has the 24th largest budget out of 40 departments and entities that receive
funding from the national fiscus. There is significantly more public funding for the arts in 2022
than in 1994, and this excludes the new post-apartheid sources of funding e.g., the National
Lotteries Commission that did not exist at that time.
Second, we were at a very different stage in our democratic project. In 1994, we had a
government of national unity, and a minister from a junior partner in government – the IFP - was
put in charge of the arts, culture, science and technology ministry. There was an openness to
consultation, to engaging with civil society in devising policies and structures that would govern
the arts and culture sector. Now, government – including the Department of Sport, Arts and
Culture and its political incumbents - is characterised by a degree of arrogance, based on the
premise that they have been elected, and that they therefore have a right to govern, without
necessarily engaging with those over whom they govern. This goes directly to the quality of policy
documents as well as to their legitimacy; working with the sector as this policy process will do, is
more likely to result in legitimising the outcomes than having a policy document that is imposed
on the sector.
Third, twenty-five years ago, we had vibrant, robust civil society organisations like the Congress
of SA Writers (COSAW), Film and Allied Workers Organisation (FAWO), Performing Arts Workers
Equity (PAWE), Musicians Union of SA (MUSA), Dance Alliance and the Association of Community
Arts Centres (ACAC) united under the artists-created and led National Arts Coalition that actively
lobbied for policies that served their interests. Civil society organisations representing the
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theatre and dance sector have emerged during the COVID pandemic, but they are still relatively
weak in terms of leadership, institutional knowledge about policy and funding. The Cultural and
Creative Industries Federation (CCIFSA) has been created and funded by DSAC but it is regarded
as a top-down structure with little membership and credibility within the sector. The organised
voice of the creative sector is much weaker and divided now than in 1994.
Fourth, two-and-a-half decades ago, public funding had not been democratised; now we have
structures like the National Arts Council to support independent art and heritage project. We
also did not have a functional arts and culture department, now we have more than twenty-five
years of structures and of experience of how these work - or do not work.
Many of these structures, as well as other publicly-funded cultural structures, have been plagued
by poor governance, which points to issues of ethics, poor oversight and the urgent need to
develop skilled, ethical human resource.
Finally, the political imperatives of that time were quite different to what they are now. Then it
was a case of how do transform the cultural landscape to that it served the needs and aspirations
of all the country’s citizens and not just a racial minority, while today, the imperatives that inform
policy-making are the country’s triple challenges of unemployment that stands at 34%-38%;
poverty with 55% of the country’s population living below the poverty line and inequality, with
20% of the population earning 70% of national income. Thus, whereas the 1996 White Paper
was premised on a human rights approach – “everyone shall have the right freely to participate
in the cultural life of the community and to enjoy the arts” (Article 27 of the Universal Declaration
of Human Rights), contemporary policy approaches emphasise the need for inclusive economic
growth, which might explain the emphasis on the creative and cultural industries as contributors
to the country’s GDP.
The irony of this latter approach is that while it is intended to serve the poor and the excluded,
it actually excludes them, for the basic premise of cultural and creative industries is that it
requires markets with disposable income to sustain and grow them. Whereas the original White
Paper sought to make the arts, culture and heritage accessible to everyone, thereby placing an
obligation on the state to deliver infrastructure close to where people lived, develop the human
resources to manage these, provide finance to support the creation and distribution of the arts,
a cultural and creative industries approach leaves these to “the market”. However, “the market”
does not automatically correct historical inequalities, so that, for example, by continuing to fund
theatre infrastructure in the urban centres, private entrepreneurs have been able to amass
income through staging musicals at publicly-funded infrastructure, while citizens in the country’s
poorer provinces, have continued to be marginalised and excluded from access to theatre.
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2.5

Theatre and Dance Sector Context

As is clear from the preceding section, policy is a product of its times. The current context for the
theatre and dance sectors is different to the context in which policy for these sectors was first
devised in 1994/5, and adopted in the 1996 White Paper on Arts, Culture and Heritage.
At that time, the Department of Arts, Culture, Science and Technology had a limited budget of
R535m to be shared between its two legs, with Arts and Culture being allocated less than 50%
(or a maximum R270 million).
The former performing arts councils – Performing Arts Council of Transvaal (PACT) in Pretoria;
Cape Performing Arts Board (CAPAB) in Cape Town; Natal Performing Arts Council (NAPAC) in
Durban and the Performing Arts Council of the Free State (PACOFS) in Bloemfontein with their
massive infrastructure and in-house companies, consumed 46% of the national arts budget at
the time. Inevitably, in a post-apartheid dispensation, these institutions bore the brunt of the
transformation and policy agenda as the limited resources for arts and culture now had to serve
all South Africans rather than a white minority privileged by apartheid.
Some of the principal policy ideas – recommended first in the Arts and Culture Task Group
(ACTAG) Report and then reflected in the 1996 White Paper on Arts, Culture and Heritage - then
were that:
● the in-house performing arts companies (contemporary dance, ballet, theatre, opera and
orchestral companies) of the former performing arts councils were to become
independent over a three-year period, receiving declining funding over that time, as they
diversified their funding sources
● the performing arts infrastructure – the State Theatre in Pretoria, Nico Malan in Cape
Town, Playhouse in Durban and PACOFS in Bloemfontein - would be freed up to become
“receiving houses” available for rent (rather than be “production houses” with their own
in-house companies)
● national government would reduce expenditure on the performing arts infrastructure
with provincial and local government picking up the costs since this infrastructure served
local rather than national audiences
● the funds cut from the performing arts councils would be channeled to independent
theatre-makers and other art forms via the new National Arts Council, thereby
democratising access to public funding
● community arts centres were to become key vehicles through which cultural
infrastructure and access to the arts themselves would be made available to communities
excluded from subsidised cultural infrastructure during the apartheid era
Today, more than twenty-five years after the adoption of the 1996 White Paper
● the budget for the Department of Sports, Arts and Culture is R5,693 billion; with arts and
culture consuming R3,776 billion (66%) of the 21/22 budget
● the national funds allocated to the infrastructure of the four former performing arts
councils and the Market Theatre alone total R281,33 million, more than the total arts and
culture budget in 1994/5
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● in addition, the five nationally-subsidised theatres have been allocated R48,80 million for
capital expenditure in this financial year, for a total of R329,80 million for performing arts
infrastructure
● The Mandela Bay Theatre Complex has become a declared institution this year with an
initial budget of R13 million
● of these six theatres, two are located in Gauteng, and one each in Eastern Cape, KwaZuluNatal, Free State and Western Cape, with the less-resourced provinces – Limpopo,
Northern Cape, Mpumalanga and North West – not having nationally funded theatres
● the community arts centres built or renovated by the Department of Sport, Arts and
Culture at a time when there was still a Ministry for Reconstruction and Development,
are largely dysfunctional at this time although the community arts sector is gaining
increasing attention from DSAC
● provincial and local municipalities also have budgets for arts and culture and a number of
local municipalities have inherited theatre infrastructure from the past, but a lack of
vision, political will and expertise has led to the demise of much of this infrastructure
● theatre and dance projects and companies receive public funding through the National
Arts Council whose budget this year is R120,137 million but which also supports visual
arts, music, literature and craft
● other than a couple of orchestras that receive direct public subsidy, no performing arts
company exists primarily because of public subsidy; theatre and dance companies have
managed to sustain themselves generally through a combination of private sector
support, box office income, some public subsidies for projects, international funding and
touring abroad
● the National Lotteries Commission has been a major source of new funds for the arts and
culture sector, and Business and Arts South Africa (BASA) as well as the Arts and Culture
Trust (ACT) are both post-1994 funding creations
● Festivals – particularly in the Afrikaans community – have become major producers and
distributors of theatre.
The above points reveal that there is today significantly more public funding for arts and culture
generally and for theatre and dance in particular than twenty-four years ago. However, much of
this funding is allocated to infrastructure inherited from the past – without much consideration
as to whether this is the most appropriate infrastructure for our times - and located in urban
centres. Those who actually create and tour dance and theatre struggle to access public funding
and to survive. While there is significant funding, there is a lack of coordination between various
agencies and no coherent vision to guide their funding so that they complement rather than
compete with or duplicate each other.
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2.6 Current Strengths, Weaknesses, Opportunities and Threats – SWOT
Analysis
The ‘creative and cultural industries’ is a term often used to refer to and include all the different
art disciplines on the assumption that they share common features and characteristics. But the
dynamics and economies of scale within dance and theatre, the nature of the value chain
(education, creation, production, distribution and consumption) and the ability of these forms to
be sustained purely or primarily by markets of individuals with disposable income, are quite
different to other art forms that constitute the ‘cultural and creative industries’.
It is imperative therefore, that theatre and dance be understood and catered for in policy and
funding according to their own structures and dynamics, rather than as disciplines that are
assumed to have similar characteristics to other disciplines that fall under the banner of ‘creative
industries’. While books, audio visual material, craft and visual art can be exported relatively
easily across national and international boundaries and on a mass scale for example, dance and
theatre productions cannot be mass produced in this fashion. They have to travel, tour and be
‘exported’ as full entities in their own rights requiring transport, per diems, fees, accommodation
and related costs. Policy needs to recognise this and rather than ‘punish’ theatre and dance for
being less able to survive and profit in the marketplace, policy must create an enabling
environment for these forms to be created and distributed nationally as well as globally.
In order to make recommendations about the future of the dance and theatre sector, it is
necessary to undertake an analysis of conditions within the sector to inform such
recommendations. The following strengths, weaknesses, opportunities and threats are not
exhaustive, but are some of the primary considerations for the proposals that follow.
Strengths
Depth of creativity/talent: South Africa possesses a wealth of creative and technical dance and
theatre talent, capable of holding their own with some of the best on international stages. We
have world-class directors, choreographers, playwrights, actors, dancers, lighting, set and
costume designers.
Diversity: There is an abundance of different life experiences and a wide range of forms that feed
our stages both in their own right and as content and form that cross-pollinates each other.
Professional structure: There are professional structures supporting dance and theatre such as
good theatre infrastructure, actor agents, etc.
Festivals: We have a number of festivals that produce and allow for the distribution of theatre in
particular, and dance to a lesser extent.
Theatres: There are numerous theatres supported by national, provincial and local governments,
as well as private, commercial theatres, a number of independent theatre spaces and an
increasing quantity of community-based spaces in which theatre and dance are staged.
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Networks: There are organisations and networks that represent the dance and theatre sectors.
Funding: There is public funding available for theatre and dance through the National Arts
Council, the National Lotteries Commission, through publicly-funded theatres, as well as through
private sector sponsorship, individual patrons and festivals.
Excellence in tertiary education: A number of public and private tertiary institutions provide
excellent training in dance and theatre.
Pool of teachers: There is a relatively large pool of experienced and skilled teachers in dance and
theatre, both in the formal and non-formal sectors.
Passion: Those active within the dance and theatre sectors are generally passionate, hardworking and committed, notwithstanding the low financial rewards associated with such work.
Schools that teach dance and theatre: Some schools teach theatre and dance, although these
are relatively privileged schools.
Weaknesses
Limited production funding: Start-up capital for theatre is generally limited with relatively small
amounts available from the National Arts Council, from some theatres and festivals.
Limited touring funding: Theatre and dance productions generally take place only in one or two
cities and perhaps one festival, so that their ability to provide long-term work and generate
sustained income is limited.
Nature of funding: Funding is provided from public funding agencies provided that theatre and
dance companies operate in a not-for-profit manner but they are required to operate sustainably
and to generate profits in terms of a contradictory ‘creative industries’ policy approach.
Limited number of companies: No theatre and dance companies exist primarily because of public
sector funding; those companies that exist survive because of a combination of lottery and
corporate funding, some public funding, international support and box office income.
Limited development opportunities: There are few spaces and limited resources nationally for
established and emerging dance and theatre-makers to explore new work in relatively safe
environments. A consequence is that many works are staged without a proper developmental
and refining process.
Limited catering for young audiences: Programming for young audiences at theatres is generally
of a poor standard and lacks variety.
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Limited administration and entrepreneurial skills: The dance and theatre sectors lack
experienced, skilled managers and entrepreneurs to support the production and creative
workers, and to translate talent into sustainable income streams.
Poor research: There is a lack of research into elements that affect sustainability within the
theatre and dance sectors e.g., arts marketing, and/or there is a lack of training and/or
distribution of information that could assist practitioners.
Lack of access: While the 1996 White Paper aimed to democratise access to publicly funded
venues, these are still available primarily to those with resources who can rent such spaces. In
addition, there is the perception that many public theatres have gatekeeping practices that limit
access to such spaces, and that such access has more to do with the whims of those in charge
than with the merits of productions.
Poor distribution of infrastructure: Currently, nationally-funded theatre infrastructure is
concentrated in six cities (Pretoria, Johannesburg, Cape Town, Bloemfontein, Durban and Nelson
Mandela Bay).
Weak information production and dissemination: There is no national publication for the dance
and theatre sector, nor easy ways of finding out what is taking place on a national or even
provincial level.
Poor policy and/or implementation of policy: With publicly-funded theatres being “receiving
houses”, except in one or two cases, their artistic programmes and image are determined by
those who rent their spaces rather than by an overall vision.
Poor funder knowledge of industry: Most funders (public and private) do not understand the
theatre and dance sectors – and the sectors themselves do little to inform funders – so that
funding policy is not commensurate with needs and realities.
Absence of social benefits: Those making a living from within dance and theatre generally do not
have social benefits such as medical care, pension schemes, disability insurance, etc.
Declining media support: Newspapers – under pressure to make profits for their shareholders –
increasingly cut the space for theatre and dance criticism and specialist dance and theatre critics.
Limited international networks and distribution support: International touring is limited to those
with networks and/or to international promoters selecting work and/or to those with political
connections; there is limited proactive touring of South African theatre and dance abroad.
Addressing problems and abuse: There is an absence of policy, processes and mechanisms to
address issues of abuse within the sector e.g., gender-based violence, unfair labour practices,
etc.
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Short term funding cycles: Projects and institutions rarely receive funding in excess of one year,
or for one project. This impacts adversely on medium- to long-term planning and on job security
for performers.
Opportunities
Policy review: While the revised White Paper on Arts, Culture and Heritage has been adopted,
there are opportunities to shape its implementation.
Cooperation: The coronavirus pandemic has emphasised the need for greater cooperation and
working together within the dance and theatre sectors to ensure their viability.
New formations: A number of artists’ networks and organisations within the dance and theatre
sector have emerged since 2020 that could enhance advocacy on behalf of the sector.
New generation: There is a new generation of theatre and dance-makers who seek to make their
living within the areas where they live, including townships, thereby creating new spaces, new
audiences and markets. There are also many younger practitioners who are taking a far more
entrepreneurial approach to their practice than was previously the case.
New Media: Notwithstanding the digital divides that continue to persist, social media tools
provide new ways of reaching audiences, distributing information and exporting work. Digital
platforms to distribute and monetise theatre and dance productions have begun to emerge, sped
on by COVID-19 restrictions. The capacity for using technology to reach global markets has grown
and needs to be complemented by exponential growth in the skills and resources required to
develop and sustain these markets.
Threats
Censorship: Notwithstanding freedom of creative expression being guaranteed in the
Constitution, there are various attempts to limit this freedom including the politically-appointed
chairpersons of the boards of publicly-funded institutions, proscribing access to public funds and
marginalisation and negative labelling of critical voices.
Bureaucracy: Slow bureaucratic turnover and dysfunction between and within government
departments cause funding delays which impact adversely on the sustainability of projects.
Political deployments: Particularly within the publicly-funded sector, political deployees – with
limited knowledge of the sector – exercise control, but with limited vision of the sector. This
stunts growth and activity.
Corruption: The sector has its share of government or other individuals who use their positions
to steal or misappropriate funding that is meant for practitioners.
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Apathy and cynicism: Generally, large scale apathy and/or cynicism within the dance and theatre
sectors limit advocacy and activism, thereby increasing the possibilities of external interventions
within the sectors that are not necessarily in the sectors’ interests.
“Festivalisation”: Most theatre and dance works are produced for festivals so that their length
(50-70 minutes) and their aesthetics (small casts, low budget sets) impact on the nature and
production values of theatre.
Increasing costs: Rising festival costs and a general economic squeeze place pressure on
audiences, with limited disposable income and increasing choice of leisure products limiting boxoffice income.
Risk: The statutory non-compliance of some publicly funded institutions and other independent
agencies that receive public funds, increases the risk of policy and funding changes that would
create more bureaucracy and diminish creative work.
Crime: Crime impacts negatively on theatre and dance as people are reluctant to leave their
homes at night.
Market-related policies: Policy that emphasises “creative industries” and box office income will
shape production and programming, serving an elite, rather than theatre-makers “speaking truth
to power” or telling stories that are worthy for their own sake.
Provincial talent and brain drains: Due to a lack of infrastructure and sustainable markets, talent
and skills migrate from less-resourced provinces resulting in a lack of growth in those provinces.
COVID-19: The legacies of the pandemic include decreasing audiences fearful of infection, the
loss of theatres and festivals that have shut down, the migration of those who made their
livelihoods in the sector to other areas of the economy and the loss of institutional knowledge,
skills and experience through the deaths of numerous practitioners.

2.7

Creative Industries Masterplan, September 2021

The Creative Industries Masterplan developed by SACO outlines the contribution of the creative
industries to the South African economy in terms of GDP contribution and employment, as a basis
for projecting future growth strategies.
According to the CIM, the creative industries contributed R74,4 billion to South Africa’s GDP in
2018, which amounted to 1,7% of the GDP total. The biggest contributing creative industry was
design and creative services (50%), followed by books and publishing (14%), arts education
services (11%), audio-visual sector (11%), performance and celebration (7%) and visual arts (3%).
The creative industries contribute just over 4% to the employed labour force with visual arts and
craft accounting for 44%, followed by books and published (14,5%), design and creative services
(11,8%), audio visual sector (5%) and performance and celebration (which includes theatre and
dance) (5%).
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From this, it is clear that some sectors contribute significantly to employment but have a smaller
impact on GDP (e.g., visual arts) while the theatre and dance sector (performance and
celebration) contributes similarly to the GDP (7%) and employment (5%).
What is not clear is what constitutes ‘employment’ in the theatre and dance sector since much
of the income-generation in the sector happens on an ad hoc, independent contractor basis,
rather than as full-time employees.
The CIM’s figures for export of cultural goods and services for 2014 are $599 million in total with
design goods accounting for 52% of export income ($315 million), followed by books and
publishing ($118m, 20%), visual arts ($55m, 9%), arts and crafts 6,5% ($39m) and audio-visual
material 5% ($32m). Performance and celebration – including dance and theatre – do not feature
at all in the exporting of cultural goods and services from South Africa which imports three times
more cultural goods than we export.
In its opening paragraphs, the CIM states:
The creation of decent work in the Creative Sector is a challenge. Employment in the
Creative Sector exhibits a high degree of precarity. “jobs are often short-term, contractual
and intermittent. The hours are long and dynamics of work bulimic”. Some of the
features of work in the Creative Sector include work organised on a project-by-project
basis, flexibility and intensification of work and widespread informality in hiring practices
which could lead to substantial amounts of unpaid time. The degree of precarity of work
differs across the sub-sectors of the Creative Sector with those domains that are labour
intensive exhibiting higher degrees of precarity and relative decline in their contribution
to the economic value produced by the Creative Sector.
This description would apply aptly to the theatre and dance sector.

2.8

Implications of the above for theatre and dance policy

Taking the historical, social and sector contexts into account and given the high levels of
inequality, the high rates of unemployment and the high rates of poverty in the country, it is
inappropriate to have a “one-size-fits-all” arts and culture policy.
We require a policy that recognises and responds to the inequalities within our society, and
affirms the right of all “to participate in the cultural life of the community and to enjoy the arts”
(Article 27 of the Universal Declaration of Human Rights), irrespective of whether they have the
economic means to do so, or not.
Accordingly, a policy that foregrounds or preferences the creative and cultural industries that, by
definition, require markets of people with disposable income, will in effect, continue to exclude
and marginalise the poor, who comprise at least half of South Africa’s population.
It needs to be stated clearly that theatre and dance are core arts along with visual art, music and
literature as defined by UNESCO, and which underpin commercial and entrepreneurial works and
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enterprises, such as advertising, film, etc. They are not always commercially viable and generally
support by the state, private sector or other means of subsidy or sponsorship.
Gauteng and Western Cape with their relatively high levels of education and income, would
appear to be the best provinces in which to pursue cultural activities that may be supported by
the market, but there is a great need for a “developmental state” approach (where government
intervenes and supports programmes and initiatives to enable citizens to enjoy their
constitutional rights) and the re-prioritisation of resources, infrastructure and expertise to the
Eastern Cape, Limpopo, North West, Northern Cape, Mpumalanga and Free State and parts of
KwaZulu-Natal. (Notwithstanding this, given the inherited spatial arrangements of apartheid,
there are many locations within Gauteng and the Western Cape – and other urban centres – that
do not have access to cultural infrastructure, resources and expertise, thus requiring similar
interventions as the less-resourced provinces).
The high penetration of mobile phones provides an indication of possible models for the
distribution of information and creative goods, while, on the other hand, the relatively low access
to internet indicates the Information Communication Technology (ICT) divides that prevail.
The breakdown in public services in other areas of social good – health, education, security, etc.
– is reflected within the arts, culture and heritage sector too, and any future policy needs
seriously to examine the capacity of national, provincial and local governments to deliver on such
policy, finding alternatives where necessary.
Simply to foreground demographic transformation of cultural institutions without the requisite
management, mentorships, training, etc. would be to repeat some of the mistakes of the last
twenty-six years that have led to non-delivery of substantive or structural transformation.
Similarly, the last two decades have shown that to build or make available infrastructure such as
community arts centres without training, developing and supporting the required human
resources to govern, manage and staff such infrastructure, is a recipe for disaster and wastage of
resources.
The distribution of infrastructure inherited from apartheid, continues into our current experience
without any analysis of whether this infrastructure – expensive at it is – is the most appropriate
infrastructure to serve the country with its current demographic composition and needs.
Besides apartheid’s spatial geographies, the distribution of poverty, wealth and racially-defined
communities continue, more than 27 years into our post-apartheid democracy. Substantive –
rather than superficial demographic – transformation will require state subsidy and intervention,
rather than reliance on “the market” to correct such historical maldistribution.
The relatively wealthy who earn 70% of the national income collectively will be able to purchase
the public and private arts, culture and heritage services, goods and experiences on offer, just as
they are able to purchase decent education, health and security services. The beneficiary focus
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of cultural policy in a country such as ours should be on ensuring access to the arts to ALL citizens,
the vision of the original White Paper, which remains as relevant today as 24 years ago.
Corruption needs to be exposed and confronted within the arts and culture sector as much as in
other sectors as it has a similar adverse, corrosive and divisive effect in this sector as elsewhere.
One of the biggest challenges within the arts, culture and heritage sector is to overcome the race,
class, gender, provincial and other divides and bring together those who have - or who have
access to - skills, resources, networks, experience, infrastructure and markets and those who do
not, in order collectively to work for the greater good for all. As it stands at the moment, those
within the sector with skills, experience and resources are able to operate relatively effectively
within silos of privilege, while those who do not, encounter significant struggles, and the divides
are exacerbated.
It is the latter understanding that underpins the vision and strategies articulated in this Document
where all those who seek to make their livelihoods within the dance and theatre ecosystems,
work together for the benefit of all within the sector, and in so doing, for the benefit of all the
citizens of the country, irrespective of class, education level, geographical location, ‘race’ or
gender.
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Chapter Three: Review of Legislation in the Cultural
Sector in Relation to Theatre and Dance
3.1

Introduction

One policy does not exist in isolation from other policies. Policies co-exist for common purpose(s).
Policy co-existence in the cultural sector in South Africa is shaped by the interrelatedness of
configurations, coordination and operations of artistic genres. The co-existence policy matrix
seeks to ensure seamless flow among policies. Yet, contradictions and gaps – referred to as
lacunas in legalese – surface at given intervals. Thus, for policy to always be relevant and in step
with new developments, it needs reconnaissance within a broad legal spectrum so as to plug
existing gaps, as well as to anticipate those that could later emerge as the result of the process
herein or separately elsewhere.
For purposes of this National Theatre and Dance Policy (NTDP) formulation, a three-pronged
approach is adopted for several reasons. The first step is to provide a critique of historical and
current policy trajectory. This is followed by an analysis of existing policy gaps and required
interventions according to the laws, policies and programmes identified by the Revised White
Paper on Arts, Culture and Heritage as central to the configurations, operations and
coordinations of the cultural sector in South Africa. The rationale for this inquiry is to ensure that
policy review is conducted from specified trajectory. This is done so as to avoid arbitrary policy
interventions unlocated within the existing holding policy framework such as to review existing
cultural laws on their own merit without relevance to the current exercise. The third step
ventures into the review of existing legislations that have not have been referred to in step two,
but are necessary to the provision of a wider future policy vista.

3.2

Cultural Policy Context in South Africa

The 1996 White Paper on Arts, Culture and heritage is post-apartheid South Africa’s
jurisprudence on the cultural sector. It is a product of participatory democracy that commenced
through wide consultation among cultural practitioners during the early 1990s up to the
inauguration of the 1994 political dispensation. The consultative process culminated in the
crafting of the 1995 Arts and Culture Task Group Report that served as the basis for the
construction of the 1996 White Paper of Arts, Culture and Heritage as the de facto new national
cultural policy for South Africa.
The new national cultural policy was successful in enacting several laws on the National Arts
Council of South Africa (NAC), National Film and Video Foundation, National Heritage Council and
others. It also managed to restructure theatres of the former erstwhile Performing Arts Councils
into open, public-funded theatres. Furthermore, it created public-private sector partnership
entities such as the Business and Arts South Africa (BSA), and a context for the Arts & Culture
Trust (ACT).
The White Paper on Arts, Culture and Heritage achieved the above by drawing guidance from the
Constitution of the Republic of South Africa as the supreme law of the country and some other
pieces of legislation inherited from the colonial and apartheid legacies as amended for the post-
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1994 democratic political dispensation. This process brought along unintended contradictions
and gaps along the way; the first of which is that some of the aspirations of the ACTAG report –
the very documents that set the foundation of the White Paper on Arts and Culture – were not
carried over into the White Paper on Arts, Culture and Heritage. This implies that certain crucial
policy dimensions and instruments were lost along the way. Similarly, the review of cultural laws
inherited from the past political epoch did not, on the one hand, guarantee that it would not be
carried along into the new cultural vista remnants or vestiges, whilst, on the other hand, dropping
of some cultural aspirations upheld by the majority population constituency of the South African
society.
Furthermore, the White Paper on Arts, Culture and Heritage did not live up to the character of
the colour-coded legislative modelling whereby it was expected to evolve from green paper to
white paper and eventually be enacted into law by itself, other than producing other laws – which
it successfully did – so as to ensure and enforce compliance, as well as to dictate monitoring,
evaluation and review circumstances. Hence, the 1996 White Paper was reviewed several times
over two decades up to the current Revised White Paper on Arts, Culture and Heritage adopted
by parliament in early 2020.
The character of the original and current version of the White Paper on Arts, Culture and Heritage
was also influenced by South Africa’s standing as a signatory to international and African cultural
protocols. These protocols includes declarations and programmes from the United Nations
Educational. Scientific and Cultural Organisation (UNESCO) and the African Union (AU).
The above scenario is critiqued through historical lenses in the next section.

3.3

Review of Legislation Relevant to Theatre and Dance in South Africa

Remedial efforts for the deficiencies and defects reflected above warrant a critique of pieces of
legislation, government programmes or schemes as well diplomatic protocols that the Revised
White Paper on Arts, Culture and Heritage has identified as its enablers and drivers. The texts
identified by the Revised White paper on Arts, Culture and Heritage also refer to others which
also be scrutinised downstream. Conversely, some programmes referred to do not necessary not
mention by names certain legislations, yet make pronouncements that have direct bearing on
some laws that would warrant review. Added to this list are other previous attempts by the South
African government as part of this matrix; such as the recommendations of the 2015 National
Dance and Theatre Conference.
The documents listed for review by the White paper on Arts, Culture and Heritage (especially the
revised fourth draft) are: the Constitution of the Republic of South Africa, the National
Development Plan: Vision for 2030; the African Charter on Human and Peoples‟ Rights (1981);
the Charter for African Cultural Renaissance (2006); the UNESCO Declaration on Cultural Diversity
(2001); the Convention for the Safeguarding of Intangible Cultural Heritage (2003); Convention
on the Protection and Promotion of the Diversity of Cultural Expressions (2005); and the African
Union’s Agenda 2063 (2014). Of relevance from the review are only aspects related to theatre
and dance. Added to this would be the review of policy interventions on the creative and cultural
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industry by the Revised White Paper of Arts, Culture and Heritage by itself. Lastly,
recommendations of the 2015 National Dance and Theatre Conference.
3.3. 1 Constitution of the Republic of South Africa
There are several intervals or sections in the Constitution of the Republic of South Africa in which
aspects of the arts, culture and heritage sector are articulated. These include the Bill of Human
Rights (Chapter 1), cooperative governance (Chapter 3), provinces (Chapter 6), local government
(Chapter 7), functional areas of concurrent national and provincial legislative competence
(Schedule 4), and functional areas of exclusive legislative competence.
3.3.2 Bill of Rights
The Bill of Rights declare as sacrosanct certain aspects related to culture: right to language,
religion and culture; freedom of artistic expression; the right to fair labour practices; right to
education; and the right to social security.
Several laws have been put in place to attend to the above. However, there are gaps hitherto
that this exercise seeks to fill.
3.3.3 Cooperative governance
The Constitution articulates interaction among the three spheres of government in relation s to
arts and culture. The Revised White Paper on Arts, Culture and Heritage (Fourth Draft) expresses
itself on certain aspects of this subject. These are brought forward to this point so as to
consolidate contending views emanating therein and elsewhere.
Whilst the Revised White Paper on Arts, Culture and Heritage acknowledges that the Constitution
clearly encourages cooperation among all three spheres of government in the provision of
national, provincial and local arts, cultural and heritage facilities, programmes and services to
society, there are, however, challenges in coordinated planning and implementation.
Accordingly, it makes the following recommendations: the need for clarification of mandates and
resources accompanying mandates coupled to the second: legislated funding at a local
government level; encouragement to all local governments to develop own local cultural policies
that would respond to their own peculiar setting.
Reference to the clarification aspects brings to the fore an argument that this explanation could
be associated with perceived attempts by policy drafters and government officials to obfuscate
or muzzle the call for the repeal of some aspects of the Constitution as debated above. This
assertion is reinforced by an observation of proceedings of the 2019 Indaba Consultative
Conference of the Revision of the White Paper. During this conference, there was a commission
that dealt with the issue of the Constitution in respect of culture. It comprised experts in the field
in the form of academics and activists.
The commission categorically called for the amendment of especially Schedules 4 & 5 of the
Constitution, yet this was rejected by DSAC representatives at the time.
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It is therefore recommended that the DSAC make use of the outcomes of the commissions it had
previously effected to address the scenario above. Some of these – which the DSAC has in its
possession are: The Report of the South African-Flemish Arts and Culture Centre Project; Policy
for the Development of Local Arts and Culture Centres and Programmes; as well as the South
Africa-Flemish Local Network Policy Project: A Guide For Local Authorities.
It is also strongly recommended that DSAC, COGTA and SALGA engage in dialogue to bring the
matter to its logical conclusion, and to establish a multi-tier government mechanism as outlined
earlier, to continue cooperation in formulating, implementing and monitoring policy at national,
provincial and local levels.
3.3.4 Interdepartmental Cooperation
The Revised White Paper on Arts, Culture and Heritage states that for the past 22 years, political
executives, public officials and social scientists in South Africa have engaged in intensive search
for effective integrated intergovernmental service model that would produce seamless service
delivery. Despite some of the efforts listed to this effect, it still discovers that arts administration
in the DSAC as well as other government department, is marked by the blurring of boundaries
and frontiers between levels and entities of government. This is linked to new “public problems‟
associated with the regulation of increasingly interdependent mandates and the institutions set
up to deal with these. To ameliorate the situation, the document recommends that it is necessary
to develop a framework on intergovernmental cooperation characterised by cooperation
protocols and joint fora.
3.3.5 National Development Plan: Vision for 2030
The National Development Plan (NDP) recognises the role of arts, culture and heritage in nationbuilding. It references its role briefly in areas such as social cohesion and economic development.
This notwithstanding, it has been a major subject of academic queries on its lack of deep
excavation on the cultural and creative industries. It is generally argued that the arts sector is
mentioned in passing in relation to other objectives. To give credence to this claim, this National
Theatre and Dance Policy discovers that there is not a single hit on the phrases theatre and dance
in the NDP.
The recent appointment of a new National Development Planning Commission by President
Ramaphosa does not have a single Commissioner renowned for expertise in arts and culture
generally, and theatre and dance in particular. It is a massive contradiction and failure to address
human, social and economic development without integrating arts and culture so that it is
strongly recommended that the Commission establishes a formal mechanism through which to
consult regularly with the arts and culture sector generally, and theatre and dance in particular,
around the vision, strategies and funding required for this sector meaningfully to contribute to
the nation’s development.
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3.3.6 Continental and International protocols and programme
As indicated earlier, South Africa is signatory to International and continental protocols. These
include; the UNESCO Declaration on Cultural Diversity (2001); the Convention for the
Safeguarding of Intangible Cultural Heritage (2003); Convention on the Protection and Promotion
of the Diversity of Cultural Expressions (2005); and the African Charter on Human and Peoples‟
Rights (1981); the Charter for African Cultural Renaissance (2006); and the African Union’s
Agenda 2063 (2014).
The international protocols dimensions are dealt with as a cluster on several intervals identified
by the Revised White Paper on Arts, Culture and Heritage. It makes first reference to the 2005
UNESCO Convention in respect to its encouragement of governments to integrate culture into
national development plans under its mantra of sustainable development.
The culture and development matrix in South Africa is a hair-splitter for academics, government
officials, and cultural activists. While culture-centred or centric development is seen as a panacea
to progress by many international governments, the view is far from yielding concurrence by
relevant stakeholders. Many a dissertation is written, to no avail, on how policy intelligence
would be required to make this possible. Among these would be the review of certain
infrastructure-related legislations on spatial planning so as to reverse the legacy of colonialism
and apartheid. For instance, the 2001 White Paper on Spatial Planning and Land Use
Management (WPSPLUM), the municipal-based Integrated Development Planning (IDP), and
other auxiliary legislations related to spatial development have been heavily criticised by
academics for having failed to alter apartheid spatial morphology. Consequently, the country’s
human settlements and infrastructure development patterns continue to exhibit the
continuation of the old order.
The Revised White Paper on Arts, Culture and Heritage has taken a leaf on UNESCO for the
development of national book policy and implementation plan. However, the next section reveals
that this is not without obstacles.
On the issue of the creative economy, UNESCO offers its Framework for Cultural Statistics (FCS)
by which to track and maximise statistical dimensions of the creative economy. To its credit, the
Revised White Paper on Arts, Culture and Heritage acknowledges the wisdom and significance of
the creation of cultural mapping through the South African Cultural Observatory (SACO) in this
regard.
The Revised White Paper on Arts, Culture and Heritage also notes the UNESCO 2015 Global
Monitoring Report in respect of interventions on the mitigation of ICT on the cultural and creative
industries. The discussion on ICT in the next section reveal potholes in the South Africa’s ICT
pathway.
The Revised White Paper on Arts, Culture and Heritage further commends UNESCO’s stance on
the enhancement and protection of artists’ economic and employment rights. It lists a few
impressive interventions necessary for South Africa to follow suit. But it falls short of making clear
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pronouncements on the amendment of the country’s labour laws to classify arts and culture
activities as formal employment, even though elsewhere it calls for the development of sectoral
determination legislation frameworks in order to protect arts-sector employees. This document
makes clear recommendations in this regard in the next sections.
Regarding African continental protocols, the Revised White Paper on Arts, Culture and Heritage
lists the following as crucial to culture and development, namely: the African Charter on Human
and Peoples’ Rights (1981); the Charter for African Cultural Renaissance (2006); and the African
Union’s Agenda 2063 (2014). Other than being named, the three protocols find no further
expression in the Revised White Paper on Arts, Culture and Heritage, yet the doctrine elsewhere
talks about cultural diplomacy and international cooperation. The pitfalls of this are explored
further in the next section.
3.3.7 Revised White Paper on Arts, Culture and Heritage
To its credit, the Revised White Paper on Arts, Culture and Heritage acknowledges that policy is
neither cast in granite nor that policies operate in silos. As credence to this claim, it makes certain
pronouncements on the policy formulations and amendments in the cultural sector at certain
intervals.
To reference this point, the doctrine states categorically in the conclusion: “Subject to revisions
of this Draft Revised White Paper based on further consultations with the arts, culture and
heritage sector, the DAC, the Parliamentary Portfolio and the Committee for Arts and Culture,
existing legislation affected by the new policy proposals will be identified for amendment and
revision. Time-frames for this will be developed once the policy is formally adopted.”
The case for the recommendations of some of the interventions has already been made
especially in respect to the country’s Constitution and the NDP. In this way, it becomes evident
that the arts sector is viewed through an instrumental lens rather than on its own merit.
Nevertheless, it is worth reflecting on some its pronouncements within this queried framework.
This is followed by its declaration on theatre and dance.
Provision of financial and Information and Communication Technology (ICT) support to artists
The Fourth Industrial Revolution (4IR) opens new avenues for the arts sector globally and in South
Africa. This development brings along concomitant challenges. Other than herein, reference to
ICT appears only twice in the Revised White Paper on Arts, Culture and Society. Firstly, it is in the
discourse about the provision of library services in the context of the debate about the
concurrent government functions in Schedules 4 & 5 of the Constitution. Herein, it is envisaged
that libraries could provide ICT infrastructure that incorporate free internet services. Details of
which are not provided, yet is a known fact that many artists have taken to ICT to design and
showcase their artistic production. The challenges of economic inequality become an obstacle
towards this goal.
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Strengthening of the Independent Communications Authority of South Africa’s mandate for
nation-building
Whilst the Revised White Paper on Arts, Culture and Heritage wishes for the provision of free
internet, it is oblivious of the exorbitant data fees regime in South Africa making the country one
of the expensive data regimes in the African continent. Accordingly, the country bears witness to
the fizzling of several campaigns in this regard. Similarly, there have been controversies about
the opening of the airwaves in respect of the public broadcaster as well as private channels with
the view to showcase and preserve local content. These too, seem to be going nowhere at a
snail’s pace while the country’s information resources are appropriated, and artists’ production
benefits are not directed to their owners. This scenario necessitates review of legislation on
ICASA.
Incentivising commercial distribution networks to distribute and/or host art
South Africa prides itself with the existence of entities for the accumulation and distribution of
royalties for cultural practitioners. Yet the country has witnessed artists chaining themselves to
building pillars in protest against exploitation. Meanwhile, the delay of the enactment of the
Copyright Amendment and the Performers Protection Amendment Bill is protracted. This needs
speedy resolution as is the review of existing laws that establish collecting agencies as well the
formulation of new laws to protect artists and their products.
Developing and implementing plans for a more effective arts and culture curriculum in schools
with appropriate educator support
The Revised White paper on Arts, Culture and Heritage advocates for the inclusion of decolonised
arts education in South Africa’s education system at basic education and tertiary levels.
Conversely, the Department of Basic Education’s 2002 Revised National Curriculum Statement
(RNCS) calls for the incorporation of arts and culture as one of the eight core learning areas from
Grade R to Grade 9 in schools. The failure of this to be carried over to Grade 12, in all schools,
disrupts the bridge between basic education and tertiary level. This practically means there is a
two years’ gaps of a feeding system of the arts into university entrance for those learners who
have done the arts subjects until Grade 9 and would have wished to continue with directly to
university level. There is now a move to extend this to Grade 12 as the last outpost of the
schooling systems. RNCS was subsequently upgraded through the gazetting of the National Policy
Pertaining to the Programme and Promotion Requirements of the National Curriculum Statement
Grades R – 12. This now gives opportunities for learners to study the arts up to Grade 12. The
problem however is that this would be done through TVET college route or other tertiary
institutions, for music tuition, such as the Associated Board of Royal Schools of Music, Trinity
College of London, and the University of South Africa (UNISA).
Whilst the RNCS premises the implementation of arts education on planned provision of welltrained educators, availability of adequate resources, facilities, material and equipment, as well
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as the time allocations being equal to the other seven learning areas, the reality on the ground is
different. Mthwakazi Marasela, a teacher at PJ Simelane High School in Dobsonville, SOWETO,
reports that he was the only teacher offering visual arts tuition in Grade 12 in a community of
over million residents (Ismail Mahomed, https://www.facebook.com/ismail.mahomed.9, 31 Jan
2022).
At tertiary level, existing legislations and policy considers arts administration, as part of arts
education, outside the cultural policy sphere. Consequently, cultural policy as an academic
subject in South Africa, unlike overseas where it is central to studies on arts administration,
becomes difficult to advocate at undergraduate level because it is not recognised in the Council
of Higher Education’s Category of Education Subject Matter (CESM). The absence of cultural
policy in CESM, an instrument in which educational subjects are classified, means that it is difficult
for cultural policy to be part of undergraduate degree unless otherwise by generosity as an
elective and not major. Stated another way, the change of the designing of a Bacher Degree with
cultural policy as a major is almost impossible. The closest sibling to cultural policy in CESM is
public policy, though not the same as cultural policy.
Supporting income-smoothing for artists in a special unemployment insurance scheme and
evaluating funding models for such initiative
Supporting artists through an unemployment insurance scheme is in line with the South African
Constitution’s stance on the provision of social security as well as UNESCO’s aspirations on the
economic status and rights of artists.
In this respect, the Revised White Paper on Arts, Culture and Heritage states: “DAC will enter into
a series of discussions with the Department of Labour (.DOL) to enable artists to retain their selfemployed status for taxation purposes while accessing programmes such as unemployment
insurance, occupational health and safety compensation, and other social benefit initiatives.”
Over and above this, and most notably, is that the doctrine calls for the drafting of legislation to
deal with the finer details of the ideal even though it fails to also call for the review of labour laws
to accommodate arts and culture activities as part and parcel of formal employment.
Developing sectoral determination legislation frameworks to protect arts-sector employees
NTDP cannot over-emphasise the importance of the classification of activities in the arts sector
as formal employment with concomitant rights and benefits accorded to other forms or
categories of employment.
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Cultural diplomacy and international cooperation
In 2010, the two respective Ministers of DIRCO and DAC jointly pronounced the launch of the
country’s cultural diplomacy policy formulation process. Through the silence on this subject in
the Revised White Paper on Arts Culture and Heritage, it would appear that the situation is still
at the starting point.
Notwithstanding impressive insights as well as proposed interventions listed by the Revised
White Paper on Arts, Culture and Heritage, NTDP reiterates the significance of the completion of
the cultural diplomacy policy so as obviate difficulties encountered in cultural exchanges of arts
expertise and even study visas especially in the African continent beset by the harrowing
experience of one South African PhD dance student registered for university studies in Nigeria.
The cultural diplomacy policy should speak to special travelling dispensation for artists
representing the country overseas, as well as those stranded there for several reasons including
natural catastrophes. This should also permeate in the disaster management related legislations
to cover artists under those circumstances. This point is revisited later.
Revised White Paper on Arts, Culture and heritage pronouncement on theatre
The Revised White Paper on Arts, Culture and Heritage offer practical programmes on theatre
such as the establishment of National Theatre, Dance, Orchestral companies, as well as provision
of the Catalyst Fund, the Investment Fund, Accelerator Fund, and the Incubator Fund. The NTDP
incorporates some of these initiatives in its implementation strategy.
The Revised White Paper further makes budget allocations to community-based theatres through
subsidies via the National Theatres. The latter are given larger shares as the “receiving houses”.
One the problems herein is that the subsidised theatres are expected to generate revenue at a
minimum of 40% of their return on investment on their production costs through box office,
sponsorship and other income-generating activities. This begs the question: is this expectation
realistic given socio-economic and physical conditions under which these entities operate?
Whilst the Cultural Institutions Act empowers the relevant Ministers to identify and design
protocols for national theatres as “receiving houses”, the mandates and feasibility of such is not
consistent with the reality on the ground. For one, conditions of the legacies of the past makes
the emergence of community theatres as feeders to the “receiving houses” difficult. The
outcome of the scenario is lack of allocation of the subsidies to non-existent or few such feeding
theatres, let alone the fact that the law does not make provision for the construction of such
entities. Conversely, the national theatres end up spending more than their allocations in the
absence of any community theatres to sponsor. Community theatres and multifunctional arts
spaces should be funded in their own right and not as appendages of the nationally-subsidised
theatres whose mandates – and even existence – should be reviewed.
Staff who are paid at nationally-subsidised theatres including Artistic Directors should not be paid
additional fees for directing work; this should be part of their normal remuneration. It is
recommended that either the Minister gazette relevant regulations or that the Cultural
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Institutions Act be amended to regulate remuneration of staff at publicly-funded theatres,
limitations on the production of their own works and the lengths of their contracts.
Revised White Paper on Arts, Culture and heritage pronouncement on dance
The Revised White paper on Arts, Culture and Heritage prescribes for the formulation of a dance
policy based on the following:
•
•
•
•
•
•
•
•
•
•
•
•
•
•

Recognition of and support for the diverse dance traditions of South Africa while
stimulating and developing African forms;
Promotion of excellence in dance through the provision of quality formal and informal
education and training for dance, including choreographers, costume and set designers;
Provision of infrastructure, equipment and resources for all dance forms;
Equitable funding of the diverse traditions within a framework focused on developing
African dance;
Provision of incentives for collaborations between African, Asian and Western dance
forms;
Closing the gap between urban and rural dance organisations and projects;
Supporting interdisciplinary collaborations;
Funding touring dance performances;
Marketing and promoting South African dance nationally and internationally;
Developing management and technical skills for dance;
Employing a core group of dancers and dance specialists on a permanent basis in public
theatres in a system based on 50/50 in-house productions and outside productions;
Harnessing dance for job creation;
Supporting the marketing and promotion of dance; and
Monitoring and evaluating dance institutions, companies and programmes.

The above constitutes the major part of the NTDP mandate. Accordingly, attention to the above
is given in the NTDP, notwithstanding the challenges already outlined in this chapter.
3.3.8 Reflection on the Recommendations of the 2015 National Dance and Theatre
Conference
On 30 January to 01 February 2015, a National Dance and Theatre Conference was convened by
the DSAC under the theme, Towards a Unified Sector: Dance and Theatre in South Africa. The
conference was the culmination of the provincial consultative Indabas hosted by the South
African Theatre Initiative (SATI) between 2008 and 2011. The National Conference was the 10th
formal consultative conference in the pipeline.
The conference made wide-rage recommendations; some of which are addressed by the NTDP.
Notable is the recommendation on the Cultural Institutions Act thus: “there should be a reexamination of the Cultural Institutions Act with specific reference to producing and making work
for professionals in the region. The mandate for artistic directors needs to be broadened and
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monitored.” It was further recommended that the review should include a review of the existing
playhouses’ mandate as well as to accommodate the construction of provincial theatres.
From a cultural diplomacy perspective it was recommended that artists should be protected,
particularly concerning international products. It is speculated that among this, is the excitement
of artists to be lured to the production of films by schemes such as Netflix without being vigilance
about the appropriation of their intellectual property rights.
3.3.9 Revision of other legislations in the arts sector
The Cultural Promotion Act assigns powers to the Minister to, among other things, ensure the
provision of awards, bursaries, to pilot projects, finance organisations or projects whose objects
are likely to have an impact throughout the country.
The failure to mitigate the Minister’s wide-ranging powers makes the entire creative and cultural
industry to be at the whims of individual politicians. Certain powers should be curtailed through
regulations whilst others such as the appointment of councils, the (re)naming of national
geographic places, and the gazetting of the White Paper on Arts, Culture and Heritage could be
assigned to parliament. Such developments will have bearing on other legislations such as the
Cultural Law Amendment Act, 2001.
As artists are part and parcel of the larger society, they are directly exposed to tragedies that
befall humanity in the form of national catastrophes, accidents, and stranded in foreign lands.
The recent funds allocation debacle around the Presidential Employment Stimulus Programme
has amplified the need for disaster related laws to accommodate, not in a once-off haphazard
manner, the arts-sector as a specific component of citizenry in times of need.
South Africa should also take a leaf from countries such as Ireland which offer artists basic income
as a response to the impact of covid-19 on their livelihood.
3.3.10 The Critical Need for Involvement of all Levels of Government
The Revised White Paper on Arts, Culture and Heritage emphasises that there should be
cooperation between national provincial and local governments in the sector and with
cooperation between the Department of Arts and Culture and other national departments whose
mandates and programmes, directly and indirectly relate to aspects of the sector. Its rationale is
to strengthen intergovernmental and interdepartmental cooperation to enhance development.
It further states that the core challenge is the lack of arts, culture and heritage intergovernmental
policy coherence across national, provincial and local sphere of governance.
To address this effectively it is necessary to:
-

49

Set up an interdepartmental structure to enhance structured policy enforcement; and
Design models for coordination between national and international agencies and
different spheres of government.

Chapter 3 of the Constitution states: “In the Republic, government is constituted as national,
provincial and local spheres which are distinctive, interdependent and interrelated”. Principle 1
(h) stipulates “that all spheres of government and all organs of state within each sphere must
cooperate with one another in mutual trust and good faith by:
-

fostering friendly relations;
assisting and supporting one another;
informing one another, and consulting one another, on matters of common interest;
coordinating their actions and legislation with one another;
adhering to agreed procedures; and
avoiding legal procedures against each other.”

In addition, Schedule 4A and B and Schedule 5A and B of the Constitution list the functional areas
of powers and functions of provincial and local government respectively. Schedule 4A lists the
powers and functions of National and Provincial Government which include “Cultural matters”
and “Language policy and regulation” as concurrent National and Provincial legislative
competencies. Schedule 5A lists archives, public and community libraries, museums, cultural and
recreation facilities, other than national, as a provincial competence. Part B lists local amenities,
markets, municipal parks and recreation as local competencies.
It is thus clear that all three spheres of government are empowered by the Constitution to
cooperate in the provision of national, provincial and local arts, cultural and heritage facilities,
programmes and services to society. The challenge is how to plan and effectively implement this
in a coordinated manner, with local government allocated more responsibility and resources to
do this in a constitutional environment that preferences national and provincial government tiers
in ‘cultural matters.’
Given that they are the tier closest to serving citizens, this policy strongly encourages local
governments, based on the revised White Paper, to develop city and town-level policies on arts,
culture and heritage, including the cultural and creative industries, in conjunction with local
stakeholders in their sector, to define their desired outcomes and strategic intent at local level.
Dance and Theatre should be given particular attention as they are two forms that are most
unlikely to sustain themselves in the marketplace and given the structure of the mainstream
theatre and dance industry with its limited performances slots in formal theatres for an
abundance of theatre and dance productions.
Policy coordination and cooperation between national and provincial government is facilitated
by the National Ministerial and Provincial Members of Executive Committee (MinMEC) . When
focusing on the implementation of a particular outcome, chaired by the relevant Minister, it
functions as an Implementation Forum that develops Delivery Agreements which set the agenda,
guides, monitors and reviews implementation and submits quarterly progress reports to the
relevant Cabinet Committee. This is a coherent and appropriate mechanism supported by the
Revised White Paper.
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However, there is no equivalent structure that integrates local government, even the larger
capitals and cities of each province.

3.4

Summary of recommendations

It is strongly recommended that a multi-tier mechanism be created that includes national
government departments responsible for arts and culture, their provincial equivalents, the major
cities of each province and the South African Local Government Association (SALGA), together
with representatives from key civil society organisations in the theatre and dance sector to work
together to:
• Create favourable policy and a legal/institutional/environmental framework for the
promotion of the arts and culture sector in all its forms.
• Allocate adequate resources for the development of the cultural sector in general and
theatre and dance in particular.
• Establish standardisation and quality assurance mechanisms to ensure the pursuit of
governance, aesthetic and technical excellence.
• Create and preserve the necessary infrastructure for the development of the cultural and
creative industries.
• Encourage linkages between the private and public sectors, and between rural and urban
areas.
• Ensure the cultural dimension of development is adopted, adhered to and implemented
across all relevant government departments.
• Ensure that adequate human resources are recruited, trained and supported to manage
cultural institutions and infrastructure and to ensure that they deliver on their mandates
• Meet on a quarterly basis to monitor the implementation of this policy and related
strategies and to take corrective action as necessary.
• It is strongly recommended that a panel of academics, legal representatives and
representatives of key theatre and dance institutions and organisations be established to
review and recommend specific amendments to existing legislations cited for review in
the text, as well as to propose new legislations where necessary to align this policy
document with the legal and institutional framework that underpins the dance and
theatre.
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Chapter Four: International and African cultural policies
and protocols as guidelines for local theatre and dance
policy
South Africa is a signatory to international and African cultural protocols. This Policy Document
is informed by such protocols, as well as South African cultural policy documents with particular
reference to those listed below.

4.1

UNESCO’s Recommendation Concerning the Status of the Artist

UNESCO’s Recommendation Concerning the Status of the Artist was adopted in 1980 and is
currently housed in the Secretariat responsible for the 2005 Convention on the Protection and
Promotion of the Diversity of Cultural Expressions. It is a standard-setting instrument for how
governments who are members of UNESCO should treat and support artists.
The Guiding Principles of the Recommendation include the following:
•
•
•
•
•
•
•

The population as a whole should have access to art.
The mass media and education should promote art and respect for artists.
Freedom of creative expression is to be guaranteed and defended.
Artists have rights to organise trade unions and professional associations.
Cultural policy should provide material and moral support to artists.
Artists are to be fully engaged in overall development policies and their implementation
All artists are to practice and enjoy the same rights irrespective of gender, race, language,
religion, class, etc.

With regard to vocational training and education, the Recommendation states:
•
•
•
•

Arts education is to be introduced at school level to stimulate talent and vocation.
Ongoing, in-service training should be provided for artists to improve their skills.
Particular attention be given to the development of creativity among women.
Governments should facilitate international/global exchange and collaboration for artists,
including the free international movement of artists.

The Social Status of Artists is to be affirmed in the following:
•
•
•
•
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Artists should be given public recognition and prestige to which they are entitled.
Artists are to enjoy protection under international human rights regimes.
Artists are to have the same rights as comparable groups with regard to employment,
living and working conditions.
Artists’ intellectual property is to be protected.

•

Artists’ associations are to be recognised and respected in policy formulation and
implementation.

The Recommendation states that with respect to the working conditions of artists:
•
•
•
•
•
•
•
•

Measures are to be put in place to support artists at the beginning of their careers.
A portion of public expenditure (on buildings, projects, etc) to be allocated to the arts to
promote employment
Promote artistic activity in the context of overall social and economic development.
Create remunerative posts for artists to work and practice as artists.
Promote/develop infrastructure to create and distribute art.
Provide legal protection to artists in terms of health and safety
Provide social security for artists, recognising their particular working circumstances.
Establish a tax system recognising the remuneration conditions of artists

4.2 UNESCO’s 2005 Convention on the Protection and Promotion of the
Diversity of Cultural Expressions
The 2005 Convention on the Protection and Promotion of the Diversity of Cultural Expressions
aims to promote fairer international trade in cultural goods and services given that cultural goods
have both economic and cultural value. Embedded within cultural goods – television series,
movies, books, etc. – are ideas, values, ways of seeing the world so that fairer international trade
in cultural goods and services will also mean a fairer exchange of ideas and worldviews.
Currently, countries such as the USA, China, Japan, Germany, France, South Korea and United
Kingdom dominate the global creative economy with Africa’s share – the whole continent – being
less than 1%. This means that Africans not only import far more cultural goods and services than
they export; we also internalise the values, ideas and perspectives embedded within these goods
and services while have limited capacity to export our worldviews into the global market of ideas.
The following extracts of the 2005 Convention have relevance to this Policy Document:
Article 6 – RIGHTS OF PARTIES AT THE NATIONAL LEVEL
1. Within the framework of its cultural policies and measures…and taking into account its
own particular circumstances and needs, each Party may adopt measures aimed at
protecting and promoting the diversity of cultural expressions within its territory.
2. Such measures may include the following:
(a) regulatory measures aimed at protecting and promoting diversity of cultural
expressions;
(b) measures that, in an appropriate manner, provide opportunities for domestic cultural
activities, goods and services among all those available within the national territory for
the creation, production, dissemination, distribution and enjoyment of such domestic
cultural activities, goods and services, including provisions relating to the language used
for such activities, goods and services;
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(c) measures aimed at providing domestic independent cultural industries and activities
in the informal sector effective access to the means of production, dissemination and
distribution of cultural activities, goods and services;
(d) measures aimed at providing public financial assistance;
(e) measures aimed at encouraging non-profit organisations, as well as public and private
institutions and artists and other cultural professionals, to develop and promote the free
exchange and circulation of ideas, cultural expressions and cultural activities, goods and
services, and to stimulate both the creative and entrepreneurial
spirit in their activities;
(f) measures aimed at establishing and supporting public institutions, as appropriate;
(g) measures aimed at nurturing and supporting artists and others involved in the creation
of cultural expressions;
(h) measures aimed at enhancing diversity of the media, including through public service
broadcasting.
Article 7 – MEASURES TO PROMOTE CULTURAL EXPRESSIONS
1. Parties shall endeavour to create in their territory an environment which encourages
individuals and social groups:
(a) to create, produce, disseminate, distribute and have access to their own cultural
expressions, paying due attention to the special circumstances and needs of women as
well as various social groups, including persons belonging to minorities and indigenous
peoples;
(b) to have access to diverse cultural expressions from within their territory as well as
from other countries of the world.
2. Parties shall also endeavour to recognise the important contribution of artists, others
involved in the creative process, cultural communities, and organisations that support
their work, and their central role in nurturing the
diversity of cultural expressions.
Article 11 – PARTICIPATION OF CIVIL SOCIETY
Parties acknowledge the fundamental role of civil society in protecting and promoting the
diversity of cultural expressions. Parties shall encourage the active participation of civil
society in their efforts to achieve the objectives of this Convention.
Article 13 – INTEGRATION OF CULTURE IN SUSTAINABLE DEVELOPMENT
Parties shall endeavour to integrate culture in their development policies at all levels for
the creation of conditions conducive to sustainable development and, within this
framework, foster aspects relating to the protection and promotion of the diversity of
cultural expressions.
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4.3

African Union Agenda 2063

“Agenda 2063: The Africa we want” is the AU’s blueprint and masterplan for transforming Africa
into the global powerhouse of the future.
The 50-year plan adopted in 2013 has seven aspirations:
• A prosperous Africa, based on include growth and sustainable development
• An integrated continent, politically united and based on the ideals of Pan Africanism and
the vision of African Renaissance
• An Africa of good governance, democracy, respect for human rights, justice and the rule
of law
• A peaceful and secure Africa
• Africa with a strong cultural identity, common heritage, values and ethics
• An Africa whose development is people-driven, relying on the potential offered by African
people, especially its women and youth, and caring for children
• An Africa as a strong, united, resilient and influential global player and partner
The fifth aspiration – an Africa with a strong cultural identity, common heritage, values and ethics
– affirms the idea of an African Cultural Renaissance, with creative arts and businesses able to
project Pan African values and ideals.

4.4

Charter for African Cultural Renaissance

Heads of African governments met an AU Assembly in 2006 where they adopted the Charter for
African Cultural Renaissance. Relevant extracts are tabled below.
Article 8 of the Charter states:
The experience of the previous decades recommends that an in-depth renewal of national
and regional approaches in terms of cultural policy be carried out. As the production of
peoples, grassroots communities, artists and intellectuals, culture is a factor social
progress and a driving force for innovation.
Article 9 says that
States have the essential task of creating an enabling environment for cultural innovation
and development. To this end, they shall guarantee freedom of expression for all citizens
and cultural stakeholders.
Article 12 states:
States shall build the capacity of the cultural sector and stakeholders through the
organisation of festivals, seminars, conferences, training and refresher courses at
national, sub-regional, continental and Pan-African level.
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Article 13:
The youth represent the majority of the African population. The key resources for
contemporary creation reside in the youth.
States commit themselves to recognise cultural expressions by the youth, according them
their true value and responding to their aspirations, in accordance with African culture
and values.
Article 15:
Training is a fundamental component of cultural, economic and social development.
Consequently, African states should create an enabling environment to enhance the
access and participation of all in culture, including marginalised and underprivileged
communities.
Article 22:
States should create an enabling environment that fosters creativity in all its diversity
mainly through
a. Putting in place an appropriate institutional framework with a view to facilitating
creativity and artistic expression
b. Providing financial, technical and other forms of assistance to stimulate artistic
creation and expression, preferably by the establishment of national funds for the
promotion of arts and culture
c. Providing fiscal assistance and incentive measures, particularly tax exemption for
African cultural goods and services
These international and African cultural policies and protocols to which South Africa is a
signatory, provide further motivation and context for the recommendations made in the
following chapter.
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Chapter Five: A New Approach for Theatre and Dance
5.1

Leveling the Playing Field

The arts are a good measure and reflection of a society both historically and at present as they
engage with societal issues as well as with creative expression.
Essential to the creation of theatre and dance is access – access to rehearsal space, funding, skills
development, writing scripts, creating dances, and space for performance. This is not available
to the majority of theatre and dance practitioners in South Africa.
Where infrastructure exists in urban areas it is not always available to all artists, and there is a
distinct lack of structures in rural areas.
As outlined above in this policy, the theatre and dance sectors mirror the socio-political historical
reality of the history of the country which has resulted in present-day disparities. To level the
playing fields, there needs to be mechanisms in place in all areas of theatre and dance, that
further the vision inherent in the policy, and address issues of disparity.
Critical to this is the major government-funded institutions, and institutions established to fund
and develop the arts. Where these institutions are not delivering on their mandates, or their
mandates are outdated or inappropriate, their mandates need to be reviewed.
The challenge is to address these gaps and make changes while sustaining the fragile eco-system
that exists in the theatre and dance sectors.
Levelling the playing field and distributing services and material support to the majority of theatre
and dance practitioners in the country requires far greater synergy between national, provincial
and local levels of government. If provincial and local level government arts and culture
structures do not operate effectively, it is virtually impossible to create a vibrant and dynamic
theatre and dance sector.

5.2

Introducing a fresh vision for Theatre and Dance in South Africa

As stated earlier, the proposed vision for theatre and dance articulated in this National Theatre
and Dance Policy is:
To nurture, support and celebrate South Africa’s rich and diverse theatre and dance
forms, thus enabling them to contribute to human, social and economic development and
to the well-being of all who live here.
To give practical effect to this vision, our future would include:
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•

A vibrant theatre and dance sector with companies based in, producing and touring
excellent work in every province

•

A national circuit of publicly-funded venues (formal and community-based) in every
province to facilitate national tours by independent and publicly-funded dance and
theatre production
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•

Festivals promoting and celebrating dance and theatre in every province, with a national
network of such festivals coordinating the co-production and distribution of work

•

Access to skills and mentorships in dance and theatre (choreography, dance, acting,
directing, playwriting, stage management, producing, etc.) and in cultural
entrepreneurship at post-school level through accredited institutions in every province

•

Dance and theatre education at school levels

•

Annual school play and dance festivals, facilitated through an artists-in-schools
programme

•

Greater understanding and integration of Indigenous Knowledge Systems and indigenous
languages into theatre productions and dance forms

•

Translation of plays into the primary provincial languages at publicly-funded theatres and
festivals through technology

•

International and African tours by South African theatre and dance companies

•

Greater inclusivity with strong emphasis on integrating people with disabilities and
greater gender diversity both in those who make their livelihoods in the sector and in
audiences

•

Funding mechanisms that are efficient, empathetic and that reflect an understanding of
the diversity of theatre and dance practice and the different roles they play in human,
social and economic development

•

Better alignment between national, provincial and local government policies, strategies
and funding of dance and theatre.

•

Publicly-funded institutions that are effectively governed without corruption and are
well-managed in delivering on their key mandate to serve the public and the dance and
theatre sector

•

A sector Code of Conduct to spell out minimal standards of acceptable behaviour –
including themes of gender-based violence, fraud and corruption, anti-social behaviour and the consequences of contravention of the Code

•

Legal protection of practitioners as independent contractors with the same rights and
protections as workers in other sectors of the economy, and with social benefits such as
medical aid, unemployment insurance and support during disasters that affect their
employment such as pandemics

•

The use of technology to increase access to theatre and dance and to develop global
audiences and markets

•

Representative and well-governed and led advocacy networks and representative
structures for the dance and theatre sector engaging with government and other entities
to devise, implement and monitor policies and strategies affecting the sector

•

A socially-cohesive and integrated dance and theatre industry that is representative of
and consciously works together to affirm the country’s diversity.

If the above outlines a possible vision and some of its practical manifestations, the following
sections spell out how we may pursue and achieve this vision

5.3

Education and Training

Vision
Education and training in theatre and dance and related fields draws on and affirms African
aesthetics and values as well as global forms and is available to everyone in all provinces and has
well developed and certified qualifications within the formal sector and for the non-formal
sector, as well as ongoing training – accredited as much as possible – across the country.
Current Context
The arts are a good measure and reflection of a society both historically and at present as they
engage with societal issues as well as with creative expression. An enriched life view is achieved
when there is a profound understanding of how creative artists, both locally and globally,
question, reflect and express their viewpoints. The purpose of Arts and Culture as part of the
curriculum not only provides theoretical foundation course covering the basic skills of arts
appreciation and theoretical knowledge in the creative arts such as theatre and dance but also
an understanding and application of the theoretical basics which will be a gateway to open doors
to further development in the specific fields and provide a general understanding of the contexts
in which creativity operates.
There are at least seven key areas within the dance and theatre sectors, that require training,
curriculum development and qualifications:
•

•
•
•
•
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Artists, Practitioners - including:
o Theatre: actors, directors, playwrights, puppeteers, etc
o Dance: dancers, choreographers, choreologists
o Theatre and dance for young audiences
o Inclusive arts
o Arts for social change
Designers: sets, props, costumes, lighting, sound, etc
Technicians: stage managers, lighting and sound technicians, audio-visual operators, etc
Administrators and managers: festival managers, company managers, managers of
theatre NGOs, etc
Entrepreneurs: producers, publicists, marketers, etc

•
•

Theoreticians: critics, researchers, policy makers, etc
Educators: those able to train, educate others in all/any of the above.

The few institutions that provide training in these areas are largely located in Gauteng, Western
Cape and KwaZulu-Natal. There are no formal institutions offering dance and/or theatre training
and qualifications in the Northern Cape, Mpumalanga and North West for example.
There needs to be on-going liaison between the Department of Sports, Arts and Culture (DSAC)
and the Department of Education and Training on the school’s curriculum regarding Arts in
Education and how artists can be brought into brought into training in schools. The model with
ASSITEJ, a civil society grouping engaged in theatre for child and young people, being contracted
by the Department of Basic Education to develop the theatre curriculum, is to be commended
and replicated.
With students migrating from the less-resourced provinces to acquire training in the more
resourced centres, it causes a brain drain from less-resourced provinces, causing a dearth of
centres and resulting in underdevelopment of arts and culture in these areas.
Recommendations
•

•

•

•
•
•

•
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Dance and theatre are to be integrated into the curriculum at primary and secondary
school levels both for vocational purposes and in order for learners to benefit from the
cognitive, creative and problem-solving skills that engagement in the arts enhances
That there be at least one publicly-funded tertiary education and training
institution/department teaching theatre and dance, in each province that provides
certificate, diploma and undergraduate courses for practitioners as well as educators,
producers, technicians, designers, administrators and entrepreneurs in the dance and
theatre sector.
All tertiary institutions that provide training for dance and theatre practitioners,
include in their training an arts administration/management foundation module
that covers areas such as cultural policy, entrepreneurship (marketing, raising
capital, financial management, budgeting, etc) and the rights of artists.
Monitoring the implementation of Arts Education curriculum in all schools and
grades to ensure that such education is delivered by qualified arts practitioners,
Advocate for each province to accredit at least one TVET College to offer a Dance and
Theatre Qualification
Each year, a minimum of ten administrators/entrepreneurs under the age of 35 be
identified through an open, competitive process, with at least 50% being women; that
they be placed with ten of the country’s leading arts administrators for at least a twelvemonth period to be mentored by them, to acquire hands-on experience, with both the
mentors and mentees being paid stipends.
Experienced participants/producers in festivals provide training and mentoring to at least
20 companies and participants with less than three years’ experience at festivals (covering

•

•
•

•
•
•
•

•
•
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areas such as applying to the festival, budgeting, marketing, understanding the festival as
a competitive market, etc).
Through open and competitive processes, at least ten directors and ten choreographers
be identified annually, and be provided with stipends to work with, and/or observe the
country’s established directors, playwrights and choreographers over a 12-month period.
Playwriting courses be offered in each province annually, with selected writers –
particularly those under 35 - in each province being mentored by an experienced
playwright (remotely over email and zoom-type technology if necessary).
Annually, technical training courses with a number of people proportionate to provincial
populations being trained in the technical aspects of theatre and dance production, and
being provided with opportunities to acquire practical experience at the country’s
festivals and theatres.
Annual online and physical courses for arts critics (including dance and theatre critics) be
offered, with mentors working with selected new critics over a year-long period.
All training, mentoring and human resource, development programmes should be
inclusive and reflect the demographics of the area, and have at least equal number of
men and women, or favouring women as well as people with disabilities
Online and physical courses be offered in producing: raising capital, contracting, touring,
accounting, etc with ten producers being selected annually to work with and be mentored
by experienced producers.
Courses and training be developed particularly to cater for individuals with physical,
mental or other disabilities, to allow them to operate independently or to be integrated
into mainstream work as they choose.
Independent and community-based institutions that offer skills training in theatre and
dance outside of the tertiary sector should be eligible to apply for public sector support,
and accreditation.
The establishment of a National Theatre and Dance Education and Training Foundation
should be established by the DSAC in partnership with the theatre and dance sector,
consisting of ten skilled members nominated from within the formal and non-formal
education. Members should serve up to three years, renewable for a second term. This
Foundation will set industry standards of training; monitor and coordinate human
resource development; facilitate through training, mentorships; and promote the
provision of opportunities; within the dance and theatre sectors.

5.4

Companies and Career Paths

Vision
A vibrant and dynamic sector with publicly-funded theatre dance companies at its core,
producing and touring local and international work around all the provinces and globally, and
that provides sustainable work for a few hundred theatre and dance practitioners and related
workers.
Present Context
Unlike other creative industry sectors such as music, visual art, craft and literature, theatre and
dance thrive when practitioners are able to work together over extended periods of time in
companies. While there have been few theatre companies that have survived the last twentyseven years, excellent dance companies have managed to sustain themselves despite the funding
conditions.
There are at least three different kinds of companies:
• Companies with full-time, professional practitioners employed on at least year-long
contracts
• Companies with 1 to 3 employees (administrators/artists) who employ artists on an ad
hoc, project-by-project basis as funding becomes available
• Companies that exist in name, with the members of such companies employed in other
contexts, and who subsidise projects, employ practitioners or come together for regular
seasons on an ad hoc basis as funding becomes available
Recommendations
Mainstream Dance and Theatre Companies
•

•

•
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That public funding be shifted from infrastructure that is expensive to maintain and to
which relatively few have access, to dance and theatre companies that are more mobile,
and that would be the primary vehicles for taking theatre and dance to citizens around
the country, ensuring that they enjoy their fundamental human right to enjoy the arts
Given the provincial population distributions, that there be at least one full-time theatre
company of up to 12 members (including administrative and technical staff) and one fulltime dance company of 12 members (including administrative and technical staff) per
province in each of Limpopo, Mpumalanga, North West, Northern Cape and Free State,
two such dance and theatre companies in each of Eastern Cape and Western Cape, and
three dance and three theatre companies in each of Gauteng and KwaZulu-Natal for a
total of at least 15 dance and 15 theatre companies employing a total of at least 360
workers (including dancers, actors, technicians, managers, choreographers, directors and
writers)
That at least one nationally-subsidised theatre and one dance company comprise and be
devoted to people with disabilities

•

•
•

•
•

•
•
•

That these companies be independent entities, with their own legal statutes, governance
structures, etc., but that they be given preferential bases at nationally and provinciallysubsidised theatre infrastructure, should they so choose (they will not be obliged to be
based at such infrastructure, but will have first option)
That these companies, particularly in the less-resourced provinces, provide work primarily
for practitioners from the province in which they are located
That the mandates of such companies be to deliver a minimum of five productions per
year, inclusive of productions for children and young people; such funded companies are
to provide access to theatre and dance for those who may not be able to afford tickets to
traditional theatre spaces
Such companies are to be provided with a core subsidy appropriate to the living
conditions/standards of each region e.g., house rents may be more expensive in
Johannesburg than Kimberley
Generally, such core subsidies would be between R2m and R4m per year at 2021 rates,
or an average of R3,5m for 30 companies or a total of R105 million, with companies
guaranteed funding in one-to-three-year cycles so that they may plan in advance and
provide a degree of job security.
Annual increases in subsidies will be at least consistent with Consumer Price Inflation.
Existing companies in each province would be invited to apply for to be publicly-funded.
There will be different tiers of companies with different annual subsidies
o Tier One companies will be awarded annual core subsidy of up to R4m for three years.
o Tier Two companies will be awarded an annual core subsidy of R3-million for a 2-year
period.
o Tier Three companies will be awarded an annual core subsidy of R2-million for one
year.

•
•

•

•
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Other companies may apply for and receive smaller annual subsidies or project-by-project
funding to help them to build a track record.
The object would be to encourage the pursuit and maintenance of excellence, with those
companies that have excellent track records being awarded sound funding, while other
companies will have their potential recognised so that they too may eventually be
awarded funding on another tier.
This approach – funding a number of companies based in every province – will eliminate
the proposal for national companies as per the Revised White Paper as these
decentralised companies will offer greater access to excellent theatre and dance around
the country and promote excellence within their respective disciplines.
The following criteria and weightings be used to select companies for subsidy, and to
determine the status of such companies, taking the following into account:
- Artistic merit (international/local recognition)
- Track record/sustainability/longevity
- Impact on the local industry/discipline

-

Redressing of historical imbalances and inclusivity
Organisational structures and management
Repertoire and productivity
Remuneration and working conditions of artists

Theatre and Dance for Development Companies
In addition to the provincial companies outlined above that will operate more in mainstream
activities, theatre and dance companies that focus on social development should be similarly
supported.
The number of theatre and dance companies for social development should be distributed across
the country proportionate to the population of each province.
An initial commitment to 50 such companies comprising an average of 7 members should is
recommended, with an average subsidy of R1 million per company.
Possible Career Paths for Dancers, Actors and other Individuals
Consideration should be given to the following generic career paths for dancers and actors:
-

-

Training at an accredited institution
Auditions and selection for membership of a student company (1-2 years)
attached to training institutions (such companies would practice for the “real”
world, but within safe, supportive conditions). Funding for such post-graduate
companies would be made available from the fund supporting the development
of companies
After student companies, they could then progress to any one of a range of
professional companies operating in their discipline, or form part of a new
company which would vie with existing companies for recognition

Choreographers, directors and playwrights would be provided with residencies at the theatres
on the national circuit (each theatre would be obliged to have at least one such residency per
year), and/or be attached to subsidised theatre or dance company as appropriate.
Individual residencies for directors, writers, composers and choreographers at publicly-funded
institutions should not last longer than 3 years, and should be available on a competitive basis.
No publicly-funded institution should contract an artistic director for a period exceeding 5 years,
renewable for a maximum of a further three years. This will allow more people with the
necessary expertise to acquire experience, and to build their brands and networks.
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5.5

Infrastructure

Vision
Theatre and dance infrastructure to be decentralised to ensure that citizens around the country
have access to productions, and that theatre and dance practitioners have access to space to
create, produce and distribute their works.
Current Context
The distribution of infrastructure inherited from apartheid continues into our current experience
without any analysis of whether this infrastructure – expensive at it is – is the most appropriate
infrastructure to serve the country with its current demographic composition and needs, is a
reflection of the poor envisioning of post-apartheid cultural policy.
Currently, there are six nationally-subsidised theatres, two located in Gauteng and one in each
of KwaZulu-Natal, Eastern Cape, Free State, and Western Cape. There are numerous theatre
spaces funded or owned by provincial or local authorities throughout the country. There are
theatres linked to universities. Gauteng has at least 9 private, commercial theatres, Western
Cape has at least 8 and KwaZulu-Natal, three.
Theatre infrastructure is thus concentrated largely in Gauteng, Western Cape and to a lesser
extent, KwaZulu-Natal.
There are theatre spaces that are less commercial in nature, and do not receive regular public
subsidies and are generally run by, or as NGOs, for example K-CAP in Durban, TX Theatre in
Tembisa, Magnet Theatre and Theatre Arts in the Western Cape.
Increasingly too, new spaces are being created in township areas, for example Kasi RC and
Makhukanya Art Room in Khayelitsha. In addition, local infrastructure, including church and
community halls and people’s homes are being used both to create and distribute theatre in all
nine provinces.
Regarding the expenditure to the nationally-subsidised theatres, a total of R281m is allocated to
six theatres, with an additional R48,8m for capital expenditure to these, for a total of R329,8
million [2021/2].
It makes little economic, political or moral sense that a theatre – PACOFS – in the Free State,
serving less than 5% of the population, continues to receive an annual national subsidy in excess
of R50m, when 4 provinces serving a combined total of nearly 30% of the population do not
receive a cent from the national purse to subsidise theatre infrastructure. It also makes little
sense for theatres that produce or stage limited numbers of productions each year, or that reach
limited audiences, continue to receive significant public subsidies.
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There is no justification for continuing to fund theatre infrastructure by the national purse only
because such infrastructure has been inherited from the apartheid era. This would be to
perpetuate and exacerbate – rather than address – inequalities of the past.
Then, simply to foreground demographic transformation of cultural institutions without the
requisite management, mentorships, training, etc would be to repeat some of the mistakes of
the last twenty-seven years that have led to non-delivery of substantive or structural
transformation.
Similarly, the last two decades have shown that to build or make available infrastructure such as
community arts centres without training, developing and supporting the required human
resources to govern, manage and staff such infrastructure, is a recipe for non-delivery and
wastage of resources.
Recommendations
•

•

•
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A Review Panel comprising reputable and knowledgeable individuals within the theatre
sector, is to evaluate the performances and outputs of the nationally-subsidised theatres
over the last 5 years (relative to each other and other theatres that are not nationallysubsidised) to determine whether the country and the dance and theatre sectors are
deriving the maximum or best benefits from these theatres for the amounts of public
funds allocated to them. Where some of these theatres fall short, their subsidies should
be cut and/or responsibility for them should be devolved to the province and/or city in
which they are located, and the funds saved from the national purse should be spent on
infrastructure in other provinces that do not have subsidised infrastructure and on dance
and theatre companies as outlined above.
A national circuit of theatre venues – subsidised by the national purse – must be created;
at least one in each of Limpopo, Northern Cape, Mpumalanga, Free State, North West,
Western Cape and Eastern Cape – and two in Gauteng and KwaZulu-Natal, with this
national circuit largely comprising existing theatres or multi-functional arts spaces that
could host professional theatre and dance productions (such infrastructure does not have
to be the buildings of the apartheid era currently subsidised by the DSAC; less expensive
buildings more appropriate to the forms of theatre and contemporary audiences can be
supported), and where inclusivity and access are mainstreamed
All nationally-subsidised theatres comprising the national circuit be given the following
mandate:
- to stage excellent local and international work through a combination of rentals and
buying, commissioning, producing or co-producing work
- to create and dedicate a smaller theatre (40-60 seats) exclusively for the development
of local theatre work and to provide new entrants into the industry with a subsidised
space to test their works
- to house an independent theatre company and an independent dance company
subsidised by national funding (should such companies choose to be located there)

-

•

•

•
•

•
•
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to serve as a point of coordination and assistance for a local circuit of communitybased venues in the metropolitan area in which they are located, playing a supportive
role to such venues
- to serve children, youth and family audiences to no less than a third of their
programming
- to ensure that their programming is accessible and inclusive of those with disabilities
and special needs
The policy of “receiving house” is to be rescinded and each venue on the national circuit
will be given an adequate production budget annually to commission, purchase, coproduce or produce theatre and dance productions, in addition to the works staged by
resident dance and/or theatre companies
Each venue on the national circuit is to have adequate marketing and publicity capacity
and resources to ensure the development and sustenance of local theatre and dance
markets
Theatres on the national circuit are to be provided with three-year budget cycles to
facilitate planning
Theatres on the national circuit are to be evaluated by an independent entity of theatre
experts at least every two years in terms of their mandates and administration, with
corrective action being taken where necessary and with penalties being imposed –
including the loss of national circuit status – when such theatres have grossly
underperformed
The leadership, including the artistic directors of theatres comprising the national circuit,
meet at least twice per year to plan and coordinate co-productions and regional, national
and international tours of selected productions
Existing theatres be invited to apply to be included on the national circuit, particularly
theatres in provinces where there are no nationally-subsidised theatres. Some of the
criteria to evaluate applicants (including site visits) will include the following:
- The capacity of the venue to stage professional theatre productions (technical and
human resources)
- The capacity of the venue to host a theatre company and/or a dance company of
national significance on its premises i.e. The existence of rehearsal, office and
performance spaces and administrative infrastructure
- The track record of the venue in hosting professional productions
- The capacity, demographics, skills and experience of the management and staff
- The track record of the venue in securing funds from provincial, local government,
private sector and other sources
- The ability of the venue to provide effective and cost-effective marketing and
technical services
- The state of the equipment (sound, stage, lifts, etc) in the venue
- The cost-effectiveness of maintaining the venue
- The proximity and accessibility of the venue to local audiences
- The willingness and/or capacity of the venue in providing services and
development assistance beyond its immediate confines

-

Issues of safety: both structural and equipment and with regard to external
elements such as crime
The proximity or availability of comfortable but inexpensive accommodation for
touring groups

Not all venues on the national circuit will be the same. Some will be large, multi-venue
infrastructure with technical, stage services and design departments. Others will be single,
conventional theatre spaces while still others will be multi-functional arts centres. It is
recommended that there be three grades of infrastructure, and their size and roles will
determine their level of national subsidy:
o Tier 1: Large-scale performing arts venues (generally, the former performing arts council
venues e.g., the State Theatre in Pretoria, the Market Theatre in Johannesburg and
Artscape in Cape Town)
o Tier 2: Venues which are part of the national circuit and which host companies of national
significance (possibly the Playhouse in Durban)
o Tier 3: Venues that are part of the national circuit or that receive a national subsidy in
recognition of their contribution to the theatre and/or dance industries, but which might
not host theatre or dance companies
•

•
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National Circuit venues will be required to offer a balanced programme comprising work
that they themselves initiate, produce or co-produce; work that is produced by the
independent theatre and/or dance company housed within the theatre, and work that is
produced by external hirers. They should also serve as hubs for 4IR capacity
building/content development so that there can be linkages between live performance
and design, animation, broadcasting, live-streaming of events, etc.
In addition to theatres that comprise the national circuit, creating a natural touring circuit
for dance and theatre productions to traverse the country, theatres that play roles of
national significance, are to be supported with a public subsidy primarily to support the
production of new work, and the provision of opportunities to new entrants into the
industry e.g., Baxter Theatre, Theatre on the Square. Such theatres are to be invited to
apply for such status and be granted three-year subsidies (not exceeding R5 million
annually in the initial phase) and that criteria to be used to select such theatres will
include:
- their track record in and vision for producing and touring South African theatre
and dance
- their track record in and vision for providing opportunities for new directors,
choreographers and others engaged in the production of theatre and dance
- their track record and/or capacity to provide mentorship opportunities for
directors, choreographers, designers, technicians, administrators, marketers, etc
- their track record in producing works of quality
- their track record in generating new and sustaining old audiences and markets
- whether they are accessible to all people, including wheelchair accessibility

Community Arts Centres
It is recommended that:
• A moratorium be placed on the building of mono-purpose theatre structures by the public
sector at all levels, in favour of multi-purpose arts centres that include the facilities and
human resources to stage professional dance and theatre performances, and that areas
in which cultural infrastructure generally does not exist, be prioritised.
• No multi-purpose arts centre be built without a concomitant programme of developing,
training and mentoring the human resources required to administer and effectively
manage such a centre.
• Multi-purpose arts centres be linked to the national circuit theatres in order to benefit
from their experience, networks, expertise and productions.
• Multi-purpose arts centres also be capacitated to be hubs for their capacity building so
that there can be linkages into design, animation, broadcasting and live-streaming of
events.
• Centres are inclusive and have accessibility to people with disabilities, and that
• Multi-purpose arts centres also be provided with different tiers of funding depending on
their governance, management, community impact, etc. and that such centres be the
joint responsibility of national, provincial and local government
o Note: See Appendix Two: Community Arts Charter
Community Infrastructure
It is further recommended that:
• Efforts to create and distribute theatre and dance in peri-urban (township) and rural
areas, using existing infrastructure such as school, church and community halls as well as
people’s homes (garages, backyards, lounges) and the creation of new or conversion of
existing spaces into theatres, be strongly supported with public funding, equipment,
security, training of human resources, audience development, touring of work, etc.
• Mappings of infrastructure be undertaken in various townships and rural areas to
determine what exists, and what may be used for creating, producing and distributing
theatre and dance and that such mapping be updated on an annual basis
• Mainstream theatres which receive public subsidy, be required to work with, and help to
mentor, support and equip such theatre spaces
• Non-traditional theatre spaces in urban centres be identified and placed on local
databases for use/hire by theatre and dance companies in need of rehearsal and
production space
• Festivals and performances in people’s homes – such as the former Voorkamerfees in
darling - be encouraged and supported
• Community-based theatre/dance companies be paired with schools, to provide support
in and access to the arts in education; and that
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•

Independent theatre spaces/community spaces be linked with schools without these
facilities, so that children and young people are able to access spaces to showcase their
work.

University Theatres
University theatres are used for training students and for staging productions by students.
However, noting that all higher education institutions are mandated to advance service learning
and community engagement, these theatres should be made available to theatre and dancemakers and companies when they are not being used by students.
Municipal and independent theatres
It is recommended that
• A survey be done of all existing municipal and independent theatres to ascertain the
distribution of theatre infrastructure across the country, as well as their current capacity
to produce or host professional theatre and dance productions.
• Where such infrastructure is identified as having potential to be part of a national or
regional circuit of venues, they should receive the necessary funding to upgrade their
physical infrastructure if necessary and to operate effectively
• A national – publicly accessible - database be maintained of all theatre infrastructure in
the country, including their contact details, seating capacities, rental rates, rehearsal
spaces, etc so that dance and theatre companies may engage with them in planning and
conducting tours

5.6

Research, Information and Documentation

Vision
To undertake research and document and provide information that will inform the growth and
sustainability of the dance and theatre sector and the constant pursuit of aesthetic, technical,
theoretical and policy excellence.
Current Context
There are few entities documenting the growth and practice of the dance and theatre sector.
Where they exist, they are precarious and dependent on the goodwill of their staff. Information
is scatted and largely unavailable to practitioners. Critics of dance and theatre have been cut
from many media houses.
Academic investigations and research remain in the libraries of such institutions. Often research
is not relevant to the needs of the dance and theatre sector and are of a highly theoretical nature.
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There is thus an urgent and ongoing need to provide contemporary information and
relevant research to inform the development of the sector and the practice of those whom
make their livelihoods within it.
Recommendations
Information
•
•
•

•

•

That a national website/portal be created and be regularly updated that will include a listing
of all theatre and dance spaces, festivals, dance and theatre companies, education and
training institutions, etc in each city/province
That the website includes listings of the plays/dances and other events taking place at such
institutions with links to the websites of all theatres, festivals, etc.
That the website includes publications and articles detailing the latest research that is
relevant to the theatre and dance industries e.g., economic impact studies of festivals,
marketing research in particular provinces, as well as all the post-graduate theses done
annually (titles, brief synopsis, author, institution, availability, etc)
That a national database be created of practitioners in all theatre and dance categories of
work, outlining each one’s bio, photograph, skills, achievements, etc as a means of
marketing each one, but also to ascertain the skills base which may be drawn on for
mentorships, training, etc. Importantly too, this database would serve the purpose of
corroborating employment and work within the sector for purposes of UIF and other
benefits for those who make their living within the dance and theatre sector
That a monthly online newsletter be developed and distributed to the national database to
keep them informed of developments and opportunities within the sector

Research and documentation
•

•

•
•

•
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That a specialist committee from the theatre and dance community be established to
determine the most pressing research that is required in advance of each year, and that
bursaries are made available for post-graduate students to undertake some of such
research
That the theatre sector and the dance sector host annual national and/or regional and/or
online conferences and seminars, to reflect on progress and challenges within their
respective sectors, to share learnings and insights, with a publication of papers presented
at each conference, made available afterwards in hard copy and on-line form
That a quarterly journal with academic papers and general research in theatre and/or
dance be produced
That all theatres, independent companies and producers be required to deposit a
comprehensive package of each production in a national theatre and dance archive, with
each package including details of the show, the cast, the script, posters and programmes,
reviews, etc.
That a monthly on-line publication combining reviews of all theatre and dance shows in the
previous month be created and distributed, and be posted on a national theatre website

•

That relationships be established with relevant bodies such as South African Cultural
Observatory (SACO), Human Sciences Research Council (HRSC), National Research
Foundation (NRF), etc. in order to engage in active and ongoing research to review and
constantly renew all aspects of theatre and dance

5.7

Market development

Vision
To grow the sustainability of the theatre and dance sector by increasing national and
international markets for South African productions, and to increase the life of such works to
provide ongoing work and income for practitioners.
Current Context
Arts and cultural institutions, organisations and companies require audiences. The distribution
and exposure of artists work is with the intent to present it to broad audiences. Attracting new
and retaining existing audiences is crucial to ensure the medium- and long-term future of
institutions, organisations and companies in the theatre and dance sector.
“Audiences” refer to people who watch theatre and dance, but who may not necessarily have
the means to purchase tickets to do so. In such cases, theatre and dance companies obtain the
funding from elsewhere to provide dance and theatre to such audiences. So, for example, a
company taking a dance performance on a schools’ tour may be sponsored by a private sector
company to do so. Or a theatre company promoting safe sex to workers at a factory may be
sponsored by the Department of Health.
“Markets” are those who support theatre and dance by paying for it. This could be individuals
with disposable income who pay for tickets, companies who provide sponsorship, local and
international funding agencies who wish to commission theatre and dance performances for
particular objectives, etc.
“Audiences” may eventually evolve into “markets”; a theatre or dance performance may include
both audiences (paid for by someone else) and markets (paying for themselves).
Recommendations
Building audiences
•
•
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That publicly funded dance and theatre companies have a schools’ programme where they
take specially-crafted shows to creches schools in the province to inspire children and young
people
That all nine provinces host annual schools dance and theatre competitions, with
professional theatre- and dance-makers working with schools (so providing employment for

•
•

•
•

artists) over at least a six-month period to produce plays and dance pieces, which compete
for prizes at a provincial level, and the winning provincial plays and dance pieces competing
at a national level; such competitions will generate schools’ and parental/family audiences
that can be built upon as markets for the future
That each school be partnered with a local artist who is trained to work in that school to
support the curricular or co-curricular Creative Arts needs of the school
That training institutions include, and that funding be set aside by public funding agencies
for street theatre and dance, and theatre and dance and festivals of theatre and dance in
public spaces so that these become a common occurrence in South African public life
That theatre in indigenous African languages be encouraged through increased funding
incentives, competitions and touring support
That citizens who are unemployed or who earn less than R6500 per month – and their
households – be provided with vouchers that entitle them to attend at least four theatre and
dance performances per year in institutions or by companies supported by the public purse

Building markets
The theatre and dance industry needs to develop paying audiences, both locally and
internationally.
There are good publicists in some of the country’s major cities; however, there are few good
theatre and dance marketers. Publicists raise public awareness of shows; good marketers
translate public awareness into the purchasing of tickets.
It is recommended that:
• All theatre and dance training institutions include an introduction to marketing for theatre
and/or dance productions
• Theatre/dance marketing entrepreneurs in each province be encouraged with initial grants
to develop the tools they require, effectively to market theatre and dance productions
• Those who are engaged in theatre and dance publicity and marketing, form a network that
meets at an annual conference to keep in touch with best international practice, share local
experiences and ideas and develop marketing and publicity strategies relevant to the varying
conditions of our country
• All theatres that form part of the national circuit establish marketing departments to ensure
maximum audiences for the shows that are staged there (current experience is that outside
hirers also have to do their own marketing), and that staff in marketing departments at these
theatres receive training on at least an annual basis
• A new generation of publicists and/or marketers be identified and be mentored over at least
a 12-month period by marketers and/or publicists with recognised experience
• Theatres comprising the national circuit of venues be equipped with sub-title facilities so that
works in original languages may be made available to audiences in other languages
• With the Afrikaans festival circuit being a key producer and supporter of theatre –
particularly in Afrikaans – works are translated into Afrikaans, and/or that works in languages
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•
•
•

•

•

other than Afrikaans, are made available to markets at such festivals through the use of
technology and sub-titles
Excellence in theatre and dance marketing is recognised and honoured at annual theatre
and/or dance awards events
Regular training workshops in marketing are provided for theatre and dance companies in
all nine-provinces, and for those who intend participating on the fringe of the National Arts
Festival and in other festivals
Emphasis be placed on building sustainable markets for professional dance and theatre in
township areas where regular cultural infrastructure may be absent, but where dance and
theatre productions are being distributed in people’s homes, in makeshift spaces and in
community, school and church halls
Arts practitioners visit and engage international festivals and theatres to learn best practice
and benchmarking with international trends. This will be inclusive of African festivals and
institutions; and that
South African theatre and dance companies be supported to do international works that can
be toured internationally and earn foreign income (South Africa has world class talent that
can stage plays by African American, British and other playwrights at far cheaper costs than
their American or British counterparts).

5.8

Rights, Remuneration and Social Benefits

Vision
That theatre and dance practitioners and all related workers who seek to make their livelihoods
within the dance and theatre sector, are afforded rights and protections relevant to workers in
other sectors of the economy, irrespective of whether they are employees or independent
contractors, and they have a legal framework that ensures and protects decent income and social
benefits such as medical care and unemployment insurance.
Current Context
The COVID-19 pandemic has highlighted the precarity of those who work within the dance and
theatre sector, from creatives to technical personnel and service providers like publicists. The
primary form of economic engagement in the sector is as independent contractors in a gig
economy, rather than as formal employees in receipt of regular salaries.
By virtue of their ‘independent contractor’ status, many who work in the sector are excluded
from the rights and protections afforded to other workers by the Labour Relations Act and the
Basic Conditions of Service Act.
Independent contractors have been unable to access COVID-19 relief funding provided through
UIF channels and the absence of social security during the pandemic has only confirmed the
precarity of livelihoods within the sector.
Unlike other economic sectors, there are no minimum wages for practitioners working in the
dance and theatre fields, making such practitioners vulnerable to exploitation.
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The Theatre Benevolent Fund (TBF) that provides some relief for practitioners who have fallen
on hard times or who have grown too old or frail to work, is an initiative supported and run by
members within the sector itself.
UNESCO’s Recommendation concerning the Status of the Artist (adopted in 1980 and updated in
1998) makes clear proposals about the rights and status of artists, taking into account their
particular conditions.
Recommendations
•

•

•
•
•
•

•
•

•

•
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That relevant organisations within the dance and theatre sector undertake research and
set minimum wage guidelines for different categories of work and that these minimum
wages be legislated by the Department of Employment and Labour, with appropriate
annual increases.
That weekly and monthly remuneration rates (not minimum wages, but rates for leads,
chorus members, etc.) for members of dance and theatre companies (ad hoc, permanent
or semi-permanent), daily rates for individual dancers and actors contracted for corporate
jobs, and royalty fees for playwrights, choreographers, designers, etc. be formulated and
be updated on an annual basis, and published on an appropriate website
That standard templates for various contracts (year-long engagements in companies,
engagements for one particular production, etc.) be created and posted on an
appropriate website for use as required by anyone in the dance and theatre sector
That a medical aid scheme – or options – for the theatre and dance fraternity be
researched and developed, taking account of the itinerant nature of their work
That a pension scheme/provident fund scheme for the performing arts fraternity be
researched and developed, taking account of the nature of the current conditions, the
desired conditions and the itinerant nature of current work
That a national Performing Arts Labour Desk/Ombudsman be established to advise
practitioners about their rights, provide access to contractual templates and refer
practitioners to labour lawyers or agents in their respective provinces to act on their
behalf when necessary
That at least annual training workshops be held for managers and practitioners in each
province, to brief them about the rights of practitioners, and related matters, with a
toolkit created and updated on an annual basis with all relevant information
That, through their representative structure/s, the theatre and dance community
establish a relationship with UNESCO’s Observatory on the Status of the Artist to ensure
that local standards comply with international best practice
That the practice of paying half- or lower fees for rehearsals be abolished at all publiclyfunded theatres, in companies and projects funded by national, public funding agencies
and that promoters and producers using publicly-funded facilities, be required to pay full
fees for rehearsals
That retirement homes for those who made their livelihoods in the arts sector be
established, starting with Gauteng in the north and the Western Cape in the south

•
•
•

•

5.9

That the Theatre Benevolent Fund be provided with more regular and sustainable streams
of income e.g., R0,50 in every theatre and dance ticket
That particular categories of dance and theatre work which have time/age limits e.g.,
dancers, be identified and that opportunities for retraining of such workers for alternative
careers be provided
That a commission to investigate best practice with regard to taxation of performing
artists be established to make recommendations about how those active in dance and
theatre should be taxed
That the dance and theatre sector joins with artists in other disciplines to promote the
Charter of Rights for South African Artists both to educate practitioners about their rights
and to mobilise them to advocate for these rights to be realised in practice.

Networking and Representation

Vision
The Theatre and Dance sector is represented by effective advocacy networks, unions and
associations that they themselves organise, electing leadership to serve their interests in policymaking, working conditions and remuneration, and addressing issues of relevance to the sector
at national, provincial and local levels.
Current Context
DSAC created and continues to support the Cultural and Creative Industries Federation of South
Africa (CCFISA) as the representative body of the creative sector. However, this body has little
legitimacy with no track record and no real membership since its launch in 2015.
Since 2020, a number of artist-created and led networks have emerged including Im4theArts,
Theatre and Dance Alliance and the South African Dance Alliance. The South African Guild of
Actors has been representing actors for a long time.
Artists’ networks and associations are vulnerable as they are unable to support themselves
through membership fees. It is imperative that within a democratic order, associations that are
democratic and that represent the dance and theatre sector, are provided with the financial
support they need both to serve their membership, and to partner with government in
formulating, implementing and monitoring policies and strategies that affect their constituents.
Public sector support for such associations and networks should be provided without
compromising the independence and ability of such organisations to act robustly in relation to
government when such actions are necessary in the interests of their membership.
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Recommendations
The roles of independent, democratic and representative artist-led organisations should include:
• Monitoring government and its agencies (funding agencies, publicly funded institutions,
etc) and their activities in the arts, culture and heritage sector at international, national,
provincial and local levels and to expose, engage and confront the relevant authorities on
behalf of the theatre and dance sectors where necessary.
• Act on behalf of its membership in policy formulation, implementation, evaluation and
corrective action.
• Keep the dance and theatre sectors informed of developments that affect them through
regular newsletters, news alerts, social media, workshops and other means.
• Actively and proactively defend those active in the theatre and dance sectors, including
the establishment of an independent ombudsperson to investigate and act on relevant
cases, and to provide legal assistance to members and others involved in the sector when
they are victims of corruption, non-payments, suppression of freedom of expression,
physical and other abuse, etc.
• Build capacity within the dance and theatre sectors through workshops and courses,
particularly with regard to leadership and advocacy skills, sustainable artistic and
organisational practice, cultural policy, entrepreneurship and information
technology/social media.
• Pursue the implementation of a social welfare system for workers in the dance and
theatre sectors, particularly with regard to medical care, pension schemes, funeral cover,
unemployment insurance, etc.
• Initiate and coordinate – in partnership with members as appropriate – arts events and
activities that encourage and defend independent, bold theatre and dance practice
accessible to all.
• Build relationships with partners in Africa and across the globe in order to provide
opportunities for collaboration, residencies, joint ventures and exchanges for its
members.
• Undertake research to inform its activities, its advocacy and its engagement with issues
relevant to its members and strategic plans.
• Encourage a culture of debate, critical discourse and independent thinking
through internal education, public events, seminars and conferences.
• Maintain a national website/portal that will include a listing of all theatre and dance
spaces, festivals, dance and theatre companies, education and training institutions, etc in
each city/province.
o The website includes listings of the plays/dances and other events taking place
at such institutions with links to the websites of all theatres, festivals, etc.
o The website includes publications and articles detailing the latest research that
is relevant to the theatre and dance industries e.g., economic impact studies
of festivals, marketing research in particular provinces, as well as all the postgraduate theses done annually (titles, brief synopsis, author, institution,
availability, etc.)
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o A national database be created of practitioners in all theatre and dance
categories of work, outlining each one’s bio, photograph, skills, achievements,
etc. as a means of marketing each one, but also to ascertain the skills base
which may be drawn on for mentorships, training, etc. Importantly too, this
database would serve the purpose of corroborating employment and work
within the sector for purposes of UIF and other benefits for those who make
their living within the dance and theatre sector
o A monthly online newsletter be developed and distributed to the national
database to keep them informed of developments and opportunities within
the sector
It is further recommended that nationally representative organisations that are legally founded,
that have proven membership, that are democratic with elected and accountable leadership, are
provided with public funding of R500 000 to R1 500 000.00 per year to cover their coordination
and administrative costs, and so help to ensure their effectiveness.

5.10 Awards and Recognition
Vision
Excellence in creativity, technical and aesthetic production and in related services such as
research, training and theoretical development, be encouraged and rewarded with recognition
from the state as well as within the dance and theatre sector.
Current Context
Currently, there are annual provincial theatre awards for theatre productions that take place in
Gauteng and Western Cape. Festivals such as the National Arts Festival, Aardklop Arts Festival,
Woordfees, Zabalaza Theatre Festival and Klein Karoo Nasionale Kunstefees also have awards for
the best shows and performers at their respective festivals. The Arts and Culture Trust has annual
lifetime achievement awards and for younger people making an impact within the arts industry
generally.
Other platforms and festivals where awards may be made are Mzansi Fela at held at the State
Theatre, Youth Expressions, as well as the Motsepe Foundation’s dance initiative in Tshwane,
Tsogang Ngoewao and Tsasithu Dance Festivals in the Westrand, The Inxubevane Dance Festival,
Mayibuye Masisweni Festival, the Dance Xplosion! by Sibikwa, and Lucky Dance Theatre are all
held in Ekurhulen, Gauteng Dance Manyano, Arts Alive, Masakane Arts and Culture Festival, in
Orange Farm/Soweto/ Dobsonville. Sedibeng has the Midvaal Arts Festival Tour and the Emfuleni
Dance Festival, Simunye Arts Festival, and the Deep Rooted Arts Expo in the Vaal.
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These awards are important for the recognising and rewarding achievement within the sector,
but there needs to be more incentives for pursuing and achieving excellence in dance and
theatre.
Recommendations
Awards
•

•

•

Individuals who have achieved great distinction as choreographers, directors, writers,
designers, etc, be recognised and rewarded as “national assets” – based on public and
sector nominations (with very competitive criteria and rigorous selection processes) – and
that they are supported with monthly stipends for one-to-three-year periods. They would
then be available to work with the various professional companies and other entities
including schools and community groups to share their expertise and knowledge.
Provincial awards systems also recognise other categories that make significant
contributions e.g., “Best Research”, “Best Reviewer/Arts Journalist of the Year”, “Theatre
Marketer/Publicist of the Year”, “Arts administrator of the Year”, “Front of House Manager
of the Year”, etc, since all of these contribute to the theatre and dance sectors.
That younger theatre-makers (35 and under) who achieve distinction in a particular year,
are rewarded with a trip of 5-10 fellows to at least one international theatre festival where
they may observe and learn from international productions

Competitions
•
•
•
•
•

Annual playwriting competitions in all official languages, and in different categories –
children, youth, adults, etc. - be held with the best works selected for production.
New scripts produced annually be collected in a publication of play scripts
Annual competitions in choreography be held, with the best works being rewarded
financially.
Annual competitions in writing new musicals be held, with the winning musical being
staged.
Competitions are held annually to nurture new stand-up comics.

Residencies, mentorships and bursaries
•
•
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Directors, playwrights, choreographers, etc. with great potential and/or who win
awards be provided with opportunities for further growth and to produce new work
through local and/or international residencies
Emerging leaders, researchers, academics in the dance and theatre sector be
identified and provided with bursaries and mentorships to boost their careers and
impact

5.11 Funding
Vision
Funding for dance and theatre by public and private as well as international sources be premised
on the recommendations of this National Theatre and Dance Policy to ensure integration, that
gaps are covered, and effective coordination between various tiers of government and funding
agencies.
Current Context
At present, there are a range of government funding sources, including National Arts Council
(NAC), Business and Arts South Africa (BASA) and the National Lotteries Commission as well as
funding from national, provincial and local tiers of government. The private sector companies
give support through BASA, and the Arts and Culture Trust (ACT). International agencies like Pro
Helvetia, the British Council and embassies also provide funding.
The single biggest funder to arts and culture is the National Lotteries Commission (NLC), which
has more than R600 million per annum available for Arts, Culture and National Heritage.
One of the largest single sources from government to theatre and dance institutions is the
funding to six nationally-subsidised theatres (including operational and capital costs) to the tune
of R329,9 million for the year for 2021/22.
Contrary to the general belief that there is no funding for theatre and dance, the truth is that
there is significant funding for the sector. The key question is whether the available public
funding in particular is spent most effectively in terms of the needs of the country and the dance
and theatre sector, and the rights of all citizens to access and enjoy the arts.
Continued funding of 6 theatres, five of which are inherited from the apartheid era, and all of
them located in urban centres, is not consistent with the vision and principles articulated in this
Policy.
Funding to the nationally-funded theatres needs to be reviewed as a matter of urgency, with a
view to using the available funding more effectively to serve the needs all the country’s citizens,
while continuing to support appropriate infrastructure in urban centres and in every province.
Recommendations
•

•
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DSAC to host a forum of all funding agencies (public, private, international, etc) to
determine areas and strategies of funding in the various agencies, in order to standardise
funding and minimise duplication.
Changes be made to the budget allocations of DSAC and provincial departments to align
with the vision and strategies of the National Theatre and Dance Policy and Strategy.

•
•
•
•

•

•
•

•
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Standarisation of application forms to be effected with space for questions relevant to
each agency
Consideration be given to funding deadlines to be aligned so that applicants may have
knowledge of the outcomes at a similar time
Funding outcomes should not be more than two months after the closing dates for
applications.
Help desks for artists to be established in each province to assist them with the application
and compliance processes, and all forms take artists with disabilities into account in their
design.
Funding generally to shift from project-by-project funding to include and enhance the
more sustainable models, with more consideration to yearly grants, and 3-year funding
cycles in order to build the sustainability and enhance more effective planning within the
sector.
Different funding mechanisms be established to fund theatre and dance for human
development, social development and economic development respectively
The policy of subsidised theatres being “receiving houses” available only for rent from
outside parties be rescinded and that each of these theatres is provided with a production
budget in their annual subsidies to commission, purchase, produce or co-produce work
The agreed policy and strategic proposals arising from this Policy Document be costed by
the Task Team working with DSAC, that current allocations and expenditure be evaluated,
and that the agreed proposals be implemented over a phased period of 3-5 years (2022/32026/7), with 1 April 2023 heralding the start of a fully-integrated, vibrant national
theatre and dance practice reflecting most of the structural changes recommended in this
Document.

Chapter Six: Implementation, Monitoring and Evaluation
From the experience of the last twenty-seven years, we have learned that it is not sufficient to
have visionary policy and strategic proposals; the dance and theatre sector has to be engaged
both in the implementation of these policies and strategies, and in the regular monitoring and
evaluation of their implementation, proposing and taking corrective action as necessary.
There are some proposals that the dance and theatre sectors may pursue themselves, and there
are other proposals that have to be implemented by government (various national departments,
provincial and local government departments) and government-related agencies such as the
National Arts Council.
Minimum ideal features of a dance and theatre practice by 1 April 2025
Based on this National Theatre and Dance Policy, the following would be minimum ideal features
of a dance and theatre practice in, or by 1 April 2025 (with elements phased in over the next
three years):
1. An independent theatre company and an independent dance company with 8-12
members each, subsidised for 1-3 years, in each of each of Mpumalanga, Limpopo, North
West, Northern Cape and Free State, two such dance and 2 theatre companies in Eastern
Cape and Western Cape, and three such dance and theatre companies in Gauteng and
KwaZulu-Natal. 30 companies producing 4-5 productions per year, and touring these in
their respective provinces as well as bringing their work to national festivals will form the
core of a vibrant dance and theatre sector.
2. In addition to these ‘mainstream’ companies, a similar number of 30 community theatre
and theatre-for-development companies with up to 6 members each, distributed across
the 9 provinces with subsidies of up to R0.5-R1,5 million per year
3. One nationally-subsidised theatre space in Polokwane, Nelspruit, Mahikeng, Kimberley,
Pretoria, Johannesburg, Bloemfontein, Durban, Pietermaritzburg, East London, Port
Elizabeth and Cape Town, with these comprising a national circuit of theatres, able to
support national tours by theatre and dance companies, and with production budgets to
purchase, commission and co-produce work.
4. Twenty-five community arts centres with at least one in each province, distributed
between the 9 provinces and supported by national/provincial/local governments with
fully trained administrators/managers and sound governance structures
5. At least one training institution offering a year-long course for managers/administrators
of community arts centres.
6. A resident director, dramaturge and playwright at each of the subsidized theatre
companies and/or nationally-subsidised theatres.
7. A resident choreographer based at each of the nationally-subsidised dance companies
and/or nationally subsidised theatres.
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8. At least one education and training institution – university or TVET college - per province
offering certificate, diploma and degree courses in dance, theatre, entrepreneurship,
marketing, administration, policy, dance and theatre criticism/journalism. Such
institutions would recognise prior learning to allow entry notwithstanding good
candidates lacking formal academic qualifications.
9. A national network of 8-15 festivals that include theatre and dance.
10. A network of theatres, particularly subsidised (national, provincial or local) theatres.
11. At least annual meetings of artistic directors of festivals and theatres to plan theatre and
dance productions and tours.
12. A touring agency with at least ten theatre and ten dance productions travelling abroad
each year.
13. A national database of 10 000 people making their living in the dance and theatre sectors,
each receiving a monthly newsletter about developments in their sector.
14. An online archive of all theatre and dance productions of the previous two years.
15. Nine provincial schools dance festivals and nine provincial schools theatre festivals.
16. Recommended minimum wages for dance and theatre workers and approved
remuneration scales used by all theatres, festivals and independent companies.
17. A social security system for those in the dance and theatre ecosystems with customised
medical, pension and unemployment schemes.
18. A Code of Conduct adopted across the dance and theatre sectors, integrated into all
employment contracts.
19. An Ombudsman dedicated to the theatre and dance sector with a panel of lawyers
connected to the Ombudsman’s office to deal with contractual issues, allegations of
corruption, and allegations of contraventions of the Industry Code of Conduct
20. An annual national theatre conference
21. An annual national dance conference.
22. A quarterly publication on theatre and dance related research.
23. A politically independent, non-partisan national theatre and dance structure that actively
advocates for, monitors, helps to implement and evaluates policies and strategies
affecting the dance and theatre sectors, and which receives a grant from the state.
24. A national network of publicity and marketing entrepreneurs and companies in each of
the nine provinces.
25. Funding structures and strategies in place that recognize the different functions of theatre
and dance, and that assure the sustainability of these sectors.
26. Constructive and mutually-respectful working relationships between government and
funding agencies on the one hand and civil society structures and practitioners on the
other.
27. Annual playwrighting and choreographic competitions and mentoring programmes to
encourage new work.
28. Festivals and theatre and dance performances in people’s homes and communityinitiated infrastructure, particularly in townships
29. An annual women’s theatre festival of at least ten productions to encourage new women
writers, directors, designers and technicians
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30. An annual women’s dance festival of at least ten productions to encourage new women
choreographers and designers
31. An annual student theatre festival with private and publicly-funded theatre training
institutions entering original productions or productions of South African playwrights
32. An annual student dance festival with private and publicly-funded dance training
institutions entering original choreographic productions or productions by established
South African choreographers
33. Funding for independent theatres to be able to produce, commission or co-produce new
work
Recommendations
•

•

•
•
•
•
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That a National Theatre and Dance Team (NATDAT) be established comprising
representatives of legitimate representative organisations in the dance and theatre
sector, and nominees of academic and other relevant institutions in the sector as well as
provincial representatives from all nine provinces and from civil society organisations, to
drive – with DSAC – the implementation of this Policy Document within the agreed time
frameworks
That the National Theatre and Dance Team and DSAC devises a comprehensive and
detailed time framework and budget- taking the above recommendations and other
recommendations into account - over three years for the implementation and full
realisation of the recommendations in this National Theatre and Dance Policy, which shall
be made public
That the National Theatre and Dance Team reports on a regular basis (at least quarterly)
on the progress being made with regard to the implementation of the policies
That DSAC equips and funds the National Theatre and Dance Team sufficiently for it to be
able to commission or undertake rigorous research, to monitor and evaluate the
implementation of policy
That the National Theatre and Dance Team’s mandate includes proposing corrective
action where necessary, and the allocation of responsibility for such corrective action
That, on an annual basis, the National Theatre and Dance Team submits a report on the
progress being made to the Portfolio Committee on Sport, Arts and Culture and to
provincial equivalents of this committee

Chapter Seven: Conclusion
COVID-19 has highlighted the precarity of the dance and theatre sector in particular.
The pandemic has placed the Department of Sport, Arts and Culture under much scrutiny by the
arts and culture sector. It has also led to the emergence of representative and robust
organisations to advance and defend the interests of the dance and theatre sector.
The tensions between the DSAC and civil society organisations cannot be wished away.
However, this Policy Document represents an opportunity for a fresh start and for a more cooperative (even if still robust) relationship between DSAC, government agencies and publiclyfunded institutions on the one hand, and Civil Society on the other.
There is no doubt that we have incredible expertise, resources, infrastructure, networks and
experience within the country’s theatre and dance sector, that if combined, would make a major
contribution to the sustainability and growth of the sector itself. What the coronavirus pandemic
has shown is that we need to work together, to act with courage and vision if we are rebuild and
sustain our sector.
The vision contained in this document, if implemented, will have far-reaching positive and
constructive consequences for the quality of life and emotional well-being of South African
citizens in all provinces, for the health and sustainability of the dance and theatre community,
for South Africa’s international image and for its economy.
After nearly two years of devastation and immense loss caused by the pandemic, we now have
an opportunity to deliver a more optimistic future.
Let us take it with both hands.
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Appendices
Appendix One: Charter of Rights for South African Artists
Definition
For the purpose of this Charter, and based on UNESCO’s 1980 Recommendation Concerning the
Status of the Artist, an “Artist” is someone who
a. creates, or gives creative expression to or recreates works of art in any discipline (music,
visual arts, theatre, dance, literature, film, design, craft) and/or who does so in an
interdisciplinary or cross-disciplinary manner
b. works vocationally in the arts, seeking to make her/his primary living within the arts and
c. self-identifies as an artist and/or is recognised as such by the public, by critics and by
her/his peers
Preamble
Recalling Article 25 of the Universal Declaration of Human Rights
Everyone has the right to a standard of living adequate to the health and well-being of
her/himself and her/his family including food, clothing, housing and medical care and
necessary social services, and the right to security in the event of unemployment,
sickness, disability, widowhood, old age or other lack of livelihood in circumstances
beyond her/his control
Affirming the right articulated in UNESCO’s Recommendation Concerning the Status of the Artist
For the artist…to be considered as a person actively engaged in cultural work, and
consequently to benefit, taking account of the particular conditions of the artistic
profession, from all the legal, social and economic advantages pertaining to the status of
workers
Considering Article 11 of the 2005 UNESCO Convention on the Protection and the Promotion of
the Diversity of Cultural Expressions in which governments
Acknowledge the fundamental role of civil society in protecting and promoting the
diversity of cultural expressions’ and ‘shall encourage the active participation of civil
society in their efforts to achieve the objectives of this Convention’
Recognising Article 10 of the Charter for African Cultural Renaissance that commits state
signatories to
Protect and promote the freedom of artists
Believing Section 16 of the Constitution of the Republic of South Africa that
Everyone has the right to freedom of expression which includes…freedom of artistic
creativity
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We, the artists of South Africa, assert the following rights which we will actively promote and
defend:
1. The right to our dignity (the right to be valued, respected and treated ethically) and to be
treated at all times with dignity, and not to have our chosen professions nor ourselves
treated with disrespect by political authorities, social or cultural institutions, employers,
contractors, or any other entity.
2. The right to work and to offer our labour in whatever form we choose: as full-time
employees, part-time employees, independent contractors, freelance or self-employed
workers, which forms shall not preclude us from the rights and protections afforded other
workers
3. The right to have the unique, itinerant nature of large parts of our industry – and thus the
irregular nature of income within our industry – 87 and made allowance for in relevant
legislation, including labour and tax legislation (for example, the payment of tax in artistic
currencies such as a piece of art).
4. The right to have the different nature and conditions within and between our respective
disciplines, and for all artists and disciplines to be treated fairly, without some being
prejudiced because their disciplines do not conform to the political priorities of the time.
5. The right to have our work, conditions of employment and remuneration spelt out in
clear, written contracts.
6. The right to freedom of creative expression and to have this right supported by public
funding, irrespective of whether the exercise of such freedom of creative expression is
critical of any authority or challenges any dogma.
7. The right to protection of our intellectual property and to fair remuneration when our
creative contributions generate additional income further down the line.
8. The right to 87organise ourselves into professional associations and unions to defend and
advance our rights, without being prejudiced – either individually or collectively – for
doing so.
9. The right to safe physical working environments, including reasonable hours of work,
where our health and safety are not compromised.
10. The right to work free of harassment, bullying and discrimination in any form, but
particularly on the basis of gender, colour, language, sexual orientation, economic status,
age and educational status.
11. The right to social benefits including medical care, provision for old age or disability,
security in case of unemployment, and support during maternity or paternity leave.
12. The right to participate in formulating, implementing, monitoring and evaluating cultural
and employment policies that directly affect our lives and livelihoods.
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Appendix Two: Community Arts Charter
We, community arts practitioners of South Africa
Believing
1. that South Africa is a deeply unequal society, with poverty and unemployment defining
the lived experience of most citizens
2. that a democratic dispensation has done little to change apartheid’s structural
geographies and their related inequalities
3. that since 1994, public funding for arts and culture has continued to favour urban spaces
and activities that exclude the majority and so deepen inequality
Understanding
‘the community’ or ‘community’ particularly to mean those people who continue to live on the
margins of mainstream economic, social and cultural activities, in townships and rural areas that
still reflect apartheid’s spatial planning
Defining ‘Community Art’ as
•
•
•
•

Art in any form – music, theatre, dance, literature, theatre, design, film and craft – that
reflects the lived experience of such communities
Art that affirms ‘the right of everyone to participate in the cultural life of the community
and to enjoy the arts’ by making education, creation, production, distribution and
enjoyment of the arts accessible within local communities
Art-related entrepreneurial and organisational practices that seek to improve the quality
of life of local communities and of individuals within such communities
Art that is used to educate, entertain, inspire and challenge communities about issues
that directly affect them with the intention to improve their lives

Assert
1. Our right, and the right of our communities, to be treated with the dignity to which every
citizen is constitutionally entitled; we reject any policy, practice or public funding that
treats us or our communities as inferior to, or as less than any other
2. The urgent need to address inequality by re-prioritising national, provincial and local
public funding for arts and culture towards community art
3. Our right to choose to work within our communities, and to be afforded at least the same
rights, benefits and respect as those that mainstream artists enjoy
4. Our right to practice our art and to access public resources and infrastructure in a nonpartisan manner, without having to align with any political party
5. Our right to freedom of creative expression and freedom of association without fear of
censorship or marginalisation
6. Our right and the right of our communities to state-of-the-art infrastructure and facilities,
and to security means and services that protect such infrastructure
7. The need for well-trained and experienced arts leaders to manage community-based
infrastructure and resources, rather than political deployees
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8. Our right and that of our communities to educate, to produce and distribute art in our
local language/s
9. Our commitment to self-reliance and sustainability, and the reduction of dependence on
public resources and
10. Our desire to work in partnership with all those who affirm our dignity and our right to
lead and define our own practice, while being part of the broader arts eco-system.
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Appendix Three: Code of Conduct
As in any industry, there are instances of abuse within the theatre and dance sectors. To address
and manage such potential abuse, it is recommended that the all theatre and dance institutions
and all employment contracts include a Code of Conduct.
Introduction
The primary objective of this Code of Conduct is to ensure that the working environment is a
positive experience for all those involved in the South African theatre and dance industries:
actors, directors, designers, stage managers, technicians, theatre students, lecturers, stage
hands, administrators, managers, producers, dancers, choreographers and others.
This Code is not intended to replace any existing Code of Conduct that theatre and dance
institutions and companies may already have in place; it is to ensure that such Codes of Conduct
include the key elements in this Code related to violence and sexual harassment, and that in the
absence of Codes of Conduct, this Code – or its equivalent – will prevail.
This proposed Code of Conduct is to encourage all theatre and dance institutions including
independent companies, educational institutions, festivals, etc. to ensure that they have such a
Code in place, as well as the relevant systems and procedures to implement it. It is highly
recommended that this Code – or its equivalent – is included as an integral component of any
contract of engagement within the industry.
1. Purpose
This Code is intended to promote a harmonious and respectful working environment for
all theatre and dance employees, independent contractors, students, lecturers and
volunteers in the South African theatre and dance industries, and to ensure that theatre
and dance institutions and all those engaged in work within the industries comply with
various regulations – insofar as they exist – relating to violence and harassment e.g.
Notice 1367 of 1998 of the National Economic Development and Labour Council (NEDLAC),
Labour Relations Act 1995, Notice of Code of Good Practice on the Handling of Sexual
Harassment Cases. The Code aims to minimise discord and to promote the resolution of
conflicts among or between those engaged in the theatre and dance as well as volunteers
and others interfacing with the theatre and dance industries. An additional purpose is to
educate theatre and dance workers (whether employees, independent contractors or
volunteers) about acceptable behavior, and to ensure that aggrieved parties have systems
of integrity in which to lodge and deal with their grievances.
2. Application
The Code applies at all times to individuals (local and international) who are actively
engaged in, or who seek to be engaged in theatre and dance work in South Africa, as well
as to South Africans engaged in theatre and dance touring or working abroad.
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The “theatre and dance industries” are understood to comprise institutions such as
formal, semi-formal and pop-up theatres, one-off and regular festivals featuring theatre
and/or dance, training institutions, permanent and ad hoc companies, networks, guilds
and unions, publicity agencies, etc. so that this Code has relevance to all of these.
3. General Expectations
Individuals working or volunteering within the theatre and dance industries are expected
at all times to:
3.1 treat one another and the public with dignity and respect
3.2 act with honesty, integrity and professionalism
3.3 avoid conflicts of interest
3.4 conduct themselves in a manner that reflects positively on the theatre and dance
industries generally, and particularly, in a manner that does not bring into disrepute
the institutions at which they are engaged either permanently or for an ad hoc
assignment.
4. Unacceptable Conduct
Conduct considered unacceptable or inappropriate includes violence and harassment of
anyone on the basis of colour, religion, gender, sexual orientation, marital status, national
origin, disability, culture, language, ethnicity, age or any other prohibited ground of
discrimination recognised in South African law.
4.1 For the purpose of this Code, “violence” is defined as:
4.1.1 the exercise of physical force by a person against another person, that causes or
could cause physical injury – or even death – to the person
4.1.2 an attempt to exercise physical force against another person that could cause
physical injury or death to the person
4.1.3 a statement or behaviour that it is reasonable for a person to interpret as a threat
to exercise physical force against the person and that could cause physical injury
– and even death – to the person
4.2 For the purpose of this Code, “harassment” is defined as engaging in a course of
vexatious comment or conduct against a person that is known or ought reasonably to be
known to be unwelcome.
Harassment is characterised by having something said or done to a person that causes
distress or discomfort.
Harassment can include, but is not limited to swearing, teasing, threats, verbal or physical
abuse, derogatory comments or jokes, and the display or distribution of derogatory
pictures or material.

91

4.3 Sexual harassment is unwanted conduct of a sexual nature. The unwanted nature of
sexual harassment is what distinguishes it from behavior that is welcome and mutual.
Sexual harassment may include, but is not limited to, comments or jokes of a sexual
nature, the display or distribution of pornographic material, inappropriate or uninvited
touch or contact, sexual advances, requests or pressure for sexual favours whether in
return for benefits or not, verbal or physical conduct of a sexual nature, or sexual assault,
including rape.
Sexual attention becomes sexual harassment if the behavior is persisted in (although a
single incident of harassment can constitute sexual harassment) and/or the recipient has
made it clear that the behaviour is considered offensive and/or the perpetrator should
have known that the behaviour is regarded as unacceptable.
Quid pro quo harassment occurs when someone undertakes or attempts to influence the
process of employment, promotion, training, discipline, dismissal, salary increment or
other benefit in exchange for sexual favours.
Sexual favouritism exists where a person who is in a position of authority rewards those
who respond to his/her sexual advances, whilst others who do not submit themselves to
sexual advances are denied opportunities, promotions, salary increases or generally, are
treated unfairly.
Sexual harassment may be manifested in male-female, male-male and female-female
interactions as well as in adult interactions with children.
4.4 Theft, corruption and fraud
Theft and engaging in corrupt and fraudulent activities within the theatre and dance
sectors or by theatre and dance workers are acts of gross misconduct.
4.5 Abuse of alcohol and consumption of prohibited drugs
The abuse of alcohol and the consumption of prohibited drugs particularly at the place of
work, during rehearsals or performances are unacceptable.
4.6 Conflicts of Interest
A conflict of interest occurs when, in the course of a contractual relationship, someone
engaged in the theatre or dance industry is called upon to deal with a matter in which
s/he has a direct or indirect personal and/or financial interest.
A direct interest can occur when an individual may derive, or be seen to derive, some
financial or personal benefit or avoid financial or personal loss. An indirect interest may
arise when the potential benefit or loss would be experienced by another person having
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a relationship with the contracted party. These benefits, losses, interests and
relationships are generally financial in nature but may be of some other personal nature.
In other words, a conflict arises when someone contracted in the theatre/dance industry
participates in activities which could advance a personal interest at the expense of the
interests of the company or institution at which s/he is engaged. Any behaviour that is,
or could be perceived as a conflict is prohibited.
Conflicts of interest may also arise when those contracted in the theatre/dance industry
are engaged in business or employment activities outside their primary engagement.
Subject to their contracts, such contracted parties may engage in these activities if they
do not interfere with the performance of their duties constituting their primary contract
of engagement.
Those who believe they are in or are about to enter into a conflict of interest, whether
actual or perceived, are to report the matter in writing to their immediate supervisor,
who shall ensure that the matter is adequately dealt with.
5. Procedures for lodging complaints and reports about Unacceptable Conduct
5.1 Any person who believes that s/he has been subjected to unacceptable conduct or
any person who has witnessed unacceptable conduct, has the right to report the
matter to a suitably designated authority without any fear of persecution,
victimisation or prejudice.
5.2 All theatre/dance institutions should have in place a designated person or mechanism
(e.g., a disciplinary committee) to which complaints and reports may be lodged
anonymously or otherwise for investigation,
5.3 In the absence of such mechanisms or designated persons, the highest authority in
the institution e.g., the CEO of the theatre, the elected Chairperson of the Union or
Guild, the Head of the Theatre School, etc. would be the person to which such
complaints or reports are to be lodged.
5.4 Should the highest authority be the subject of – or somehow be implicated in – the
complaint, the complainant shall have the right to lodge the complaint or report with
an independent entity such as a union such as the South African Guild of Actors (SAGA)
who shall each appoint an Executive Member as its designated point for such
complaints.
5.5 A complainant has the right to appoint a fellow person engaged in the theatre/dance
industry to represent her/him in lodging the complaint, and/or to provide support and
representation during the investigation of the complaint, should the nature of the
complaint – in the eyes of the complainant – warrant this.
5.6 Theatre/dance institutions should have established procedures as per the Labour
Relations Act of 1995 for investigating and dealing with such complaints timeously
(institutions should aim to resolve the matter within fourteen days of the
complaint/report being lodged).
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5.7 Depending on the seriousness of the offence, those against whom the complaint is
lodged may be suspended while the investigation takes place, while those found guilty
of Unacceptable Conduct may be given written warnings, be fined, suspended for a
period of time, dismissed and/or have criminal charges laid against them.
6. Power relations
As in any industry, there are many in the theatre/dance industry who by virtue of their
positions, reputations, achievements, the nature of their work, etc. exercise significant
power and influence.
It is particularly incumbent upon such individuals to exercise their power with care,
wisdom and respect for those over whom they have influence.
Heads of institutions, directors, lecturers, production managers, senior actors, etc. are
particularly responsible for creating and/or ensuring working conditions that are safe,
respectful and conducive to realising the best out of all those engaged in the theatre
industry, included students, volunteers and professionals.
7. Confidentiality
Information contained in, or related to reports and complaints under this Code of Conduct
shall be treated confidentially and may only be disclosed as necessary for dealing with the
matter it concerns, and in accordance with the law.
Acceptance of the Code of Conduct
I have read and agree to abide by this Code of Conduct and should I have reason to lodge a
complaint or a report in terms of this Code of Conduct, I confirm that I have the relevant person’s
name, email address and telephone number:
Production: ____________________________________________________________
Name: ________________________________________________________________
Signature: _____________________________________________________________
Date: _________________________________________________________________
Name of Witness: _______________________________________________________
Signature of Witness: ____________________________________________________
Date: _________________________________________________________________
Acknowledgements:
This Code of Conduct has been drafted using the Notice of Good Practice on the Handling of
Sexual Harassment Cases, Notice 1367 of 1998, issued by NEDLAC in terms of the Labour
Relations Act of 1995; the Code of Conduct of the Drill Hall Theatre Company in Australia, and
the Ottawa Little Theatre Code of Conduct.
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