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Abstract

Digital storytelling is a workshepased practice, originally developed by the California

based nonprofit StoryCenter, in which people create shortpfrson digital video

narratives based on stories from their own lives. The practice has been adoptetitlae

world as a participatory research method, as a pedagogical tool, as a corbasady

reflective arts practice and as medium for advocacy. It is associated with a loosely connected
global movement linked by genealogy and a set of ethical commnigreethe significance of

all life stories and to the power of listening as a creative and political act.

This thesis, based on workshops conducted in the Cape Town township of Lwandle,
investigates howligital stories are shaped in the workshgphe muliple mediations of
facilitation, picture production and digital video editing. Digital storytelling emerges as a
fundamentally liminal practice, one that lives in the gaps, in the margins and at the limits. It is
enabled by mobilising a precarious socbigical ecosystem to which Lwandle and places
like it are marginal, and which is rendered temporarily stable only by the importation of
energy and resources from outside.

The stories made at the Lwandle Migrant Labour Museum reveal the continuing
legaciesof apartheid in South African livekegacies which are tangled, intractable and often
tragic. | suggest that digital storytelling, framed as a practice of compassionate witnessing
and of reasonable hope, offers a way to approach living within theesalftpostcolonial

and postapartheid tragedy.
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1. Introduction

What happens is of little significance compared with the stories we tell
ourselves about whatappens. Events matter little, only stories of those
events affect us.

It matters little that the connections established in narrative may not be
amenable to proof, that they may seem arbitrary when viewed from the

outside. What matters is thatthegtorbe oneds own. And that i
explanatory force it he power to convianceodo. That i s
Overview

This thesis began as an attempt to answer a nagging question: What, exactly, is going on
when people gather in a digital storytelling workshop,auride guidance of a facilitator, to
make video stories out of personal experiences? Wrestling with this question has led me deep
into fibetweend spaces: the borderlands of (d
generativity that exist where differetisciplines, practices, places, people and ways of
reading the world rub up against each other. From within these spaces, | want to argue for the
value of holding them opénthat is, for the value of leaving questions unanswered, doubts
unresolved and sti@s unfinished. Keeping borders open requires work, and in the context of
the digital storytelling workshop is the facilitator who must undertake this labhcduiarge
part of this thesis is thus concerned with what exattbhlabourentails, and howtishapes
thecopr oducti on of Apersonal 0 stories. I owi ||
ways in which digital stories are mediated, deserves much closer attention.

Although starting with a question about digital storytelling, this thesssbeen shaped
by three forces which have worked together to place it in the margins in several different
ways. Firstthelocationof this projectwithin the Department of History at the University of
the Western Cape (UWC) has placed it outside the tne&ra of work on digital
storytelling. This mainstream tends to be located in disciplines such as education,
anthropology and public health, as well as outside the academy altogether, in the practices of
digital storytelling facilitators and organisatioa®und the world. Working within history,

and particularly at UWC, has entailed grappling with a literature and set of concerns that are

1 Rabih AlameddineThe Hakawati Ebookedition (New York: Alfred A. Knopf, 2008), 450.
2 Susan NewtoiKi n g, AHIi Il etjie Smit OutdHistoryt RemagiBilgsddauthw of Deat |
African Pastsed. Jung Ran Forte, Padfvael and Leslie Witz (Cape Town: HSRC Press, 2016), 79.
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to some extent new for digital storytelling, and has opened up a productive set of questions
about different kinds ofiktories and the processes of their production.

Second, the digital storytelling workshops on which this thesis is based were held over
several months in the township of Lwandle on the outskirts of Cape Town, at the Lwandle
Migrant Labour Museum. There m®thing new about digital storytelling workshops being
held with groups of people who are marked in some way as marginal or vuldetiable
young, the elderly, homeless people, migrants and refugees, the rural, tite gouibto this
extent choosing a commity museum in Lwandle was entirely within standard practice. But
working at Lwandle, which is also marginal to many of the systems and networks that make
digital storytelling possible, forced me into a much deeper engagementthdexpected
with themateriality of digital storytellingthe technologies and resources that sustain it.

These turn out to shape the production of personal stories in very significant ways.

Finally, my own position as facilitator at Lwandle was complicated by the fachihat t
workshops, while hosted by the Museum, were wholly initiated by me, rather than by any
client or commissioning institution. This placed me in an ambiguous position that was
simultaneously both vulnerable and powerful. At the same time | was in a saobiglious
position, that of being both a practitioner and a researcher observing my own practice. These
ambiguities provided another set of shifting positions from which to consider the role of the

facilitator.

Considering migration and translation

One ofthe zones of unease within which this thesis resides is the space between the different
disciplines and domains of knowledge it attempts to bring together. It is an attempt to create
what Donna Haraway <call s a 0comnuDmateetonehantdhe bet
there is the domain of digital storytelling, which is large, but also new and very vaguely

boundaried. On the other handhere aresast existing bodies of work on South African

history in particular and practices of histanaking in general. Jargons, assumptions and
takenfor-granted knowledges do not translate easily across disciplinary borders, and for

readers familiar with eithesf these domains the other may appear at first unintelligible. The

hi storian may wonder, for example, what is t
B3A comment from the floor at a digital storytelling c
stories by stockbrokers?6. Digital storytelling is

to underlying assumptions abauhich voices do, and do not, need assistance.
4A A Gi ant Bumptious Litter: Donna Har awéaogic,Bsue9Tr ut h, T

Nature, 2019. https://logicmag.io/naturgfantbumptiouslitter/
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readersunf ami | i ar with South Africabds particul ar
tripped p by assumptions | have made about things which are obvious to me, but not
universaly understood| have tried to identify and fill in as many of these blind spots as
possible, but | have no doutbtat many remain

The idea of migration has been usetuhte in thinking through these dilemmas. It was
first suggested by the fact that | was working in a museum about migrant labour experiences,
with a set of stories which, as will become clear throughout this thesis, attest to the ongoing
power of migratioras a lifeshaping force in South Africa. This highlighted for me my own
status as a migrant, and descendant of migsaantsl the fact that migration is more often a
state of being than a singular event. Migrating, crossing aossing boundaries, mea
engaging in a constant process of monitoring and translation: Does this thing work here?
What do | need to explain, and can | explain it successfully? Can | erpyari? What do |
need to give up?

| approach this work, then, as a migrant from mutighrections. | migrated into digital
storytelling a decade ago, and into the discipline of history within the pastdars
Fortunately history is a capacious disciptimgth generously elastic boundaries, but | remain
idiosyncratically assimilated;am not a member of the guild. There will as a consequence be
muchexplaining, as | attempt to carry concepts back and forth across borders to places where
they may or may not thrive.

The first of these sets of explanations, to prepare the ground fofallbes, is a fuller
introduction to digital storytelling, and then to the three shaping fontemtionedabove:
the discipline of history as it has developed at UWC in particular, Lwandle, and my own

positionas both researcher and practitianer

A brief introduction to digital storytelling
To define something is to draw boundaries arotno specify, as exactly as possible, what
it is and what it is not so that we can accommodate it to some model of the world. | am going
to end by retreating frormaattempt at such clarity in the case of digital storytelling, but in
the meantime a definition is a useful place to start.
Digital storytelling, then, is a workshdmased facilitated process during which

participans create short (around three minutesjtfperson video narratives, usually based on

5There is acomplex of meaningpan nd t he di stinct but entwined ideas o
hovers suggestively in the wings here.
61l 6m grateful to Dr Elizabeth El bourne for suggesting
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photographs that are either part of their personal archive, sourced from public
domain/Creative Commons material or taken during the work&top definitionalready
containsan element of wishful thinkird it describes things as | believe they ought to be, not
as they are. In reality, as | will show in Chapters 4 and 6, images in many digital stories are
ripped from wherever people can rip them. | am lettirsgand as a useful reminder of the
seductive poweof definition.

To unpack this a bit: To make a digital story is to engage in a process ofdrands
practical creation that happens in a group led by a digital storytelling facilitator. The word
Afacilitatoro i1 s c¢hosen tanappnoachiwhichas sapportide o r
rather than directive (the metaphor of midwife is often invoked). The workshop usually takes
around 24 hours, often over an intensive thdag sprint. It almost always includes a story
circle, during which people spealoses of personal, lived experiersc@hey then transform
these stories into scripts, record them as voiceover, gather pictures (including drawings,
photographs and sometimes short video clos) finallystitch it all together using editing
software on g@ersonal computer, tablet or smartphone. It typically involvespmofessional
storytellers (which is not to suggest that they are unskilled) who have little or no previous
experience of video production, so teaching technical skills is often a sighiiaet of the
workshop. The creator(s) retain ownership of their stories and may cwbeteer or noto
sharethe final version with the workshop group itself, with their families, with their
communities or with a broader public.

This practice isistorically associated with a movement which has an associated set of
ethical and political commitments. This movement originated in the San Francisco Bay area
in the early 1990s, when a group of people with a background in theatre abdsads
activismbegan to explore the opportunities opened up by new developments in multimedia
technology. Affordable personal computers, {tioear video editing software, image
scanners and other ways to digitise sound and pictures combined to make it possible to
prodwce short videos in a thrakay public workshop. The first digital storytelling workshops
were held in 1993 at the American Film Institute's new Digital Media Computer Lab in Los

Angelesz The work was formalised around the Berkelt®sedhonprofit Centerfor Digital

7 One of the films produced at this first workshdpnyaby Monte Hallis, has become part of the canon as a
sample story that is passed around between facilitators and shown as part of introductory presentations. An
online version, which provides a useful introduction to the gearghe viewed alYouTube
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https://www.youtube.com/watch?v=D0zA9q7qJZc

Storytelling, now StoryCenter, which has become one of the key nodes in aloagstised
global community of practice

This community of practice has evolved its own set of definitions and descriptions as
digital storytelling has been algd in new domains and to different ends. Digital stories
have been variously describedfasrapbook televisiamandidigital sonnets,s asfhyper
short, personally narrated multimedia fragmentsasfia collection of still images joined and
overlaid withunasviof ami naralabiuwmemeet S2asr eati v
Afa short form of digital media production th
theirstorisand as fAper sonal narr at ficulterallyamcat doc u me |
historically embedded lived experiences combining voice, sound and images into a short
video, developed by neprofessionals with neprofessional tools within the context of a
digital storytelling workshofus. These descriptions come fral'VvV producer, an
anthropologist and documentary film maker, a group of computer scientists, from
StoryCenter, from Wikipedjand from an academic teaching and learning specialist. This
sprawl is evidence of a healthily growing and diversifying prachiaeit also complicates
any attempt at definition and demarcation.

The task of definition is complicated even further by the fact that in the decades since
1993, the universe of things which share the
dramaticallyto include some kinds of fictional storytelling, games, journalism, documentary
and more (I discuss this further in Chapter 2). As a result of all this expansion, as | noted
above, Adigital storytellingo is a very vagu
troublesome to discuss. First conversations are often mostly concerned with trying to explain
just what it is one is talking about. As a result much of my own thinking about it was driven
initially by a desire which is basically taxonomic: What IS thisdR Where does it belong?

What is its genealogy?

8 For a much fuller account of the evolution of digital storytelling see Joe Larblgital Storytelling:
Capturing Lives, Creating Communi#th ed (New York: Routledge, 2013), especially chaptensd34.

9l n Dani el Meadows, fADBgiseal PSact y c Esuil BGompiunwRidde € a a © h
no. 2 (2003), 189193.

l10Darcy Al exandr a, ADi gital Storytelling as Transform
intheRepr esent ati on o floumal gf Madta Practic®,ino. 2 (2008),11@1121 o ,
11Gary Marsden, Il da Ladiera, Thomas Reitmaier, Ni col .

A f r i Intemnational Journal of Computing, no. 3 2010), 257265.

12 From an oral presentation by Joe Lambert to the UN/Told Conference on digital storytelling held in London
in 2017.

13 https://en.wikipedia.org/wiki/Digital_storytelling

l4Dani el a Gachago, AiSenti ment adFo#Cpnfliat Petlagbyy ig PrBeavice St or y t |
Teacher Education in South Africa. o (PhD thesi s, Un

5



I have not been alone in this desire. The entire fourth chap&onfCenterco-
foundetsand direct or Dl Stoytetlinge Captiriag Lives,dCkeating
Communityfor exampleis concered with questions of definition and taxonomy.ambert
identifies seven components of StoryCenter digital stories: They are told in the first person;
they are selfevelatory, concerned with the sharing of insights; they are based on moments or
scenes; thy are dominated by still rather than moving images; they often include music or
ambient sound; they are short, around three
self-expression and sediwareness over concerns of publication and audience. Preggss o
prodmct . 0O

Lambert goes on to locate digital storytelling along what he calls three different spectra,
although | find it helpful to think in terms of three different questions. First, what are the
respective creative roles of the workshop particiauct the facilitator? Second, what voice
is being expressédwhose story is being told? Third, how does digital storytelling intersect
with related forms of story production?

Considering creative roles, Lambert locates digital storytelling somewhere betareen
it-yourself sole authorship and what he callsoastructed or artided media projects, in
which creators craft their version of a stor
subjects/ storyt el bFadlimtedapproaches,on ticeasthandnma n a g e 0 .
fidescribe any environment where the storytellers understand that they are making the story

with support, not completely by our sel f, but ass cl ose as is p

15L a mb e r-foudders weoe Dana Atchley and Nina Mullen.
16 Lambert,Digital Storytelling 37-49.

17Ibid., 38

181Ibid., 40

191bid., 42



Do It
Yourself

Facilitated
Digital Storytelling/
PhotoVoice

Co-Constructed
Artist-Led Media Projects
Constructed in Context

Games, Fan Films, Sampling
Intermediated
Sufing the Web

Constructive Consumption

Surfing Mass Media

Figure 1.1: A spectrum of participation in media making.

AfAs muché as they can mahthesppraseseficalshatc| os e ¢
the neatly drawn lines in the diagram above are a convenient fiction from the start. What is
helpful about this focus on authorship is less its ability to demarcate clear categories than its

focussing of attention on the role of the facilitator as a mediator-oreador of the story.

The idea of supporting participants to create their staniesa way t hat i s fias <
possibled to solo authorship is often spoken
fingerprints on ito was one of the more stri

storytelling facilitator, and | havieeard similar statements often since, usually informally.

This idea is typically expressed as an ideal to work towards, while acknowledging that it can
rarely, if ever, be attained in practice. Yet there is much more going on here than a simple
gap betweetthe ideal and the attainabl®igital stories are essentially and inescapably an act
of co-creation, and so the mechanisms of thi€@ation deserve much closer attention than
they have received so farMuch of this thesis is an exploration of howstiprocess of co

creation or mediation plays out.

201bid., 39
21 Significant contributions to the process of thinking through what facilitation means have been made in
particular by Darcy Alexandra, whose PhD tracked a-fong workshop with asylum seekers in Ireland,
and by Chloe Brushwoodd?e of York University in Canada and her collaborators. See for example Darcy
Al exandr a, AAre We Listening Yet? Participatory Kno
Encounters of P ®articipatory ¥isual hnd Bigital Reseaghbiciion, au. Aline
Gubrium, Krista Harper, and Marty Otanez (Left Coast Press, 201%554Bronwen Low, Chloé
Brushwood Rose, and Paula M. SaMimmmunityBased Media Pedagogies: Relational Practices of
Listening in the Commor{Routledge, 2017)andother works by these authors referenced throughout. See
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On the question of voice, Lambert locates digital storytelling within concentric circles
of intimacy. At t he cdefiningswrieathatshdpenedyidualt or i es,

identities Nexttothesear e fimy o st ori es, often about the

i mportant external person or evenandlesSsweo sto
intimate Most digital stories are of the Amyo ve
ofthe Ameo story but retaining an i mmediacy wl

where the author speaks on behalf of a larger group

Finally, Lambert locates digital storytelling alongside related media production
practices like PhotoVoics communty video, audio storytelling, mobile storytelling and oral
history. Each of these is itself a more or less loebelynd constellation of practices, and all
are constantly evolving. Any attempt to create clear demarcations breaks down entirely at this
point.

Nevertheless, we keep trying to draw the conceptual boundaries, because without them
it is extremely difficult to communicate. At a digital storytelling conference in London in
2017 | drewFigure 1.2 belovafter a workshop session during which practitisrgnappled
with questions of what exactly what it was we were practigtigure 1.3 belowhat is from
an earlier conferencandFigure 1.4 at the end of the seriemn a keynote lecture by Joe
Lambert at the 2017 conference.

al so Amanda Stacey Hill, fAPower -CreativeBtenMB& o plig® : Resp
(PhD thesi s, University of Central Fl orida,cal2018) ;
Boundaries When Adopting Di gi t[igital Sarytelting in Eighbri ng i n  Hi
Education ed. Grete Jamissen, Pip Hardy, Yngve Nordkvelle, and Heather Pleasants (Palgrave Macmillan,

2017), 91106.

22Interestingly, Lambertdoestto i ncl ude the collectively told fAweodo st
common form in South Africa. Preferences for individually vs collectively told stories may reflect deep
di fferences in how people undeest&hdpsh&8i x pBtaeapseoin
Chapter 3.

23 PhotoVoice is a practice which involves giving people photography training and cameras, and inviting them
to document their own lives and communities. See PhotoVbieePhotoVoice Manuanh.d.
https://photovoie.org/photovoicenanuaifor-participatoryphotography.
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Figure 1.2: Trying to pin it down @& 2015

Figure 1.3: Trying to pin it dowr2d 2017
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Experiential
Learning ,

Figure 1.4: Trying to pin it dowrBd Presentation by Joe Lambert, 2017

The repeated appearance of bubble diagrams was unexpected but is probably not
accidental: they reflect the enduring difficulty of trying to pin down a practice which is
essentially liminal. Digital storytelling is a bike autobiographical documentary, but not
quite; a bit like PhotoVoice or StoryCorps, but not quite; a bit like community arts activism,
but not quite. It is protean and improvisational, changing constantly as it migrates to, and
adapts to, new contextacrequirementss What holds it all together is mostly genealogy: an
ancestral link to the StoryCenter model and set of affiliations to related practices.

One result of this formlessness is that academic attention to digital storytelling has been

patchyd appropriately for a migratory practice, it is all over the place. Research has been

24 There are occasional calls for digital storytelling to become a more formally institutionalised practice,
perhaps with an association, certifications and accreditations. These have never gaiopdanakcthis may
cast light on why: the rigidity and potential ossification associated with such formalisation are fundamentally
at odds with a practice which lives by its flexibility.
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published in computer science, education studies, anthropology, sociology, cultural studies
and public health, often with a strong focus on digital storytelling as viss@arch method

(in journalism, film and media studig&ligital storytelling tends to refer much more broadly
to any form of media production that uses modern digital tools).

In the NGO space, digital storytelling has been adopted as a tool for advadacy a
fundraising In schools and universities, it is most often treated either as a learning
technology that provides useful reflective space for students in otherwise dry cesocaa
a participatory visual research metbhod will discuss much of tls in more detail in the next
chapter).

In this process of migration and translation, one of the things that has proved most
enduring is StoryCenterdds technical process
technical process spreads digitairgtelling can easily become disconnected from its
political roots, which StoryCenter has consistently asserted. In a book chapter looking back
on the movement's beginnings nearly two decades later, Lambert notes that it emerged at the
moment officonsumercapitalism'’s essential victory in the Cold ¥WWamy joining the digital
media revolution was an attempt at looking beyond my socialist legacy to a hybridized
futureo He says attempts to understandthewirlut si de a soci al justi ce
thepoint, almost entirelye?

Lambert and other prominent members of the movement have continually refined and

reasserted this original sense of mission, making explicit a link with the work of Paolo Freire:

Many digital storytelling projects take their lefxdm Freire's process of
building critical consciousness. Workshop participants are given the
space to reflect on the world they live in and on their position within that
world. They are encouraged to imagine and be part of a shifted power
arrangement thambcreases personal and social agency by producing and
sharing stories that represent their individual experiences. The workshop
is also a group process, where a reflective and collaborative space for
analysing injustice and oppression and articulatingpeerhopeful future

IS createds

25See for example Bernard Robi rhnolodyDdoldor thea?llst Centwoyr yt el | i n
Cl a s s ITheorynidtg Practicél7 (2008),2202 28 ; and Rina Benmayor, @ADigita
Signature Pedagogy Arsand Himanitieés énwighdubBaeatign®008), 488204.

26 See Aline GubriumAmy Hi Il , and Sarah Flicker, AA Situated Pr
Digital Methods in Public Health ReseAmericanJoarnadi Pr ac't
of Public Health104 (2014), 16061614.

27Joe Lambretl t NAMhle Started: The Cent eStoryGircle: Di gi t al St
Digital Storytelling around the Wor]ded. John Hartley and Kelly McWilliam (Blackwell Publishing: 2009),

82.
28Gubri um, Hi ll and FI iEtkheirc,s of, A 16i0t7uat ed Practice of
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Many proponents of digital storytelling in education emphasise this ability to promote
empathy and selfeflection, or to surface stories in which people challenge dominant
discourses and construct new understandings ofdbkres and their worlds.

More recent scholarship has pointed out the dangers of romantieisirayerselling
what digital storytelling might achieveuggestindhat there is nothing necessarily liberating
or transformative about the act of telingéne st ory, particularly if
not hearcko This suggests that one important set of questions to ask centrsobn
audiences storytellers inteta address witltheir stories, and what work they want the stories
to do. Stories itended to address governments or policy makers, for example, can be
expected to unfold in very different ways from stories intended to address family members or
local communitiesand it is perhaps necessary to resist any temptation to read the former as
somehow more important than the latter. Writing from Australia, Jean Burgess suggests that
Asomewhat paradoxically from a critical per s
stories as uncool, conservative, and ideologically sudpgat t o pds,dostalgia even
sentimentality that give them the power of social connectivityMany of the stories told
in Lwandle, as will become clear throughout this thesis, enthusiastically embraced such
fistock tropeg, notably persistence and triumph oveverdity and the importance of family
and communityl do not believe this made them any less meaningful to their tellers and

audiences.

*kk

My own history with digital storytelling began in 2010 when | completed an-eligynt

facilitator training course dhe Centre for Digital Storytelling (now StoryCenter). | had been
working as a freelance journalist, researcher and writer for technology companies, but was
seeking ways to expand my skills beyond writing and also to break out of the frames of
journalisticstorytelling, which | was finding increasingly confining and unsatisfactory. | was
frustrated by the very limited number of lenses through which Africa was refracted to the
world: at one stage, compiling a monthly newsletter on telecommunications deeatspm

around the continent for a client, | found myself having to modify all my Google search

29See for example Daniela Gachago, -gazdw Digitaltorytedliogr e mo t i
with South Africanpres er vi c e st u dEeling SteridsuDifferdntlyr Emgaginig Blst Century
Students Through Digital Storytellingd. Jaat Condy (Sun Press, 2015), 18B.

30SeeAl exandr a, AAre We Listening Yet?0

3lJeanrBur ges s, AfiHearing Ordinary Voices: Cultural Studi
Continuum: Journal of Media & Cultural Studie20 (2006), 200114.
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strings wi t hwaracdnflictHIV esafari-rdfugeessmaléria-NGO -aid -
wildebeestf a mi ne o . | read Bi ny aHawtog\ite Abaut Afrean a 6 s ¢ |
many times2 | was curious about what stories people might choose to tell about themselves
if they could do so on their own terms. When | encountered my first digital stories via the
NGO Sonke Gender Justice, | found them rivetingpoked a ticket to Berkeley andfefed
my first workshop within a few months of my return.

I've since facilitated several workshops a ysame have been public sessions open to
all, but most have been commissioned by clients like companies, NGOs and universities. The
stories created ding these workshops have varied extensively in subject matter, impact and
sophisticatiod but in each case participants have reported, and | have had a sense of, some
form of the transformation that is frequently spoken about in accounts of digital Kitogyte
In wrestling memories about key moments from their lives into the form of a digital story,
people's relationships to their own life history appear to shift, often towards a stronger sense
and assertion of their own agency. In storying their expeggrthey seem to create a new
sense of meaning. This idea of personal transformation turns up remarkably often in writing
about digital storytellings to the extent that it appears to have quilasrapeutic value for
many participants. Australian histan Helen Klaebe notes thigiublic historians are not
usually also psychologists, but as is the case in oral history interviewing, creating a digital
story can be a powerfully emotive experience for the participant and this fact needs to be
acknowledgedss | began to be intensely curious about how and why this workeuat
exactly was going on? This was the question that began the process which has culminated in
the production of this thesis, although it is not, in the end, the question that has been
answered.

I will, as noted above, map the terrain of digital stofiytglin more detail in Chapter. 2
in the meantime, this should serve as an overview of the territory we are dealing with. I turn
now to the three shaping forces of the discipline of history, Lwandle, and my own position as

facilitator.

32fiNever have a picture of a welbjusted African on the cover of your book, or in it, unless that African has
won the Nobel Prize. An AKI7, prominent ribs, naked breasts: use these. If you must include an African,
make sure you getonein MasaiorZullboo gon dress. 0 Binyavanga Wainana,
Af r i Gramta9? (2005). https://granta.com/hewrite-aboutafrica/.

33 The Benmayor article cited above offers a particularly strong statement of this, but see alsiBaahisVs
and JenCyapKiude, Wal es: The BBC [SioyCitcla:Digit8lt or yt el I i ng
Storytelling around the Wor]ad. John Hartley and Kelly McWilliam (Blackwell Publishing, 2009).

34 Helen Klaebe, 'The Problems and Possibilities of Using Digital StorytefliRyiblic History Projects’, in
Proceedings XllII International Oral History ConfereneBancing with MemorySydney, 2006), 8.
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Digital storytellin g as history

| did not originally intend to approach this work from within the discipline of history. My
search for a disciplinary home led me on an extended journey that took in film and media
studies, psychology, public health, education studies, marsagestudies and human
computer interaction before a chance encounter at a gathering of-va@tbdrganisation
called StoryCods led to a series of coffee dates and meetings and, eventually, a feeling of
having arrived somewhere congenial. | tell #tisry because there is something entirely
fitting about having stumbled more or less by accident, after prolonged searching, into an
intellectual environment that would turn out to be an excellent base for my explorations of
uncertainty, contingency andrmpeeable borders.

The Department of History at UWC, particularly in the collaborations between Gary
Minkley, Ciraj Rassool and Leslie Witz as welliasvork by Nicky Rousseau and Patricia
Hayes, has wrestled since the 1990s with questions about whay lsstod how it is made.

In particular, they have argued for recognising the genres of history produced outside the
academic guild of historiadsin stories, oral histories, heritage tours, museum exhibitions,
festivals and the liké& as histories in themseadsg, not just the raw material of a singular and

authoritative History:

These Adocumentso then are not to be tr
history but as visual and textual narratives about pasts with a range of

changing authors which are modified, circatitarchived and re

presented to make historiesé [we want|]
distinction between source and history, often expressed as "primary and
secondaryss evi denceo.

This call for an openness to different kinds of historical authority pgrt a response to a

genre of social history that is framed in terms of inclusion, recuperation, giving voice,
restoring agency or uncoveringrWhikthesegoalsy whi c
might on the face of it be entirely unobjectioregldcholars at UWC have pointed out that

they tend to preserve a distinction between professional historians and everydrefteise

all, there is no need to Agive voiceod unl ess
people might express themsedvand their histories. Within this frame, oral histories and

images can be reduced to the status of testimony, source material that is valuable for filling in

35AAn opensource, global community for emerging and established -@latf®rm and immersive

storytell er s, wdoenart Dwitter prafite. httpe://twitterscomistorycodect.
3b6Lesl i e Witz and Cir aj Krthas84(2008),9. fiMaki ng Hi stories, o
37 Leslie Witz,Write Your Own HistoryJohannesburg: Ravan Press/SACHED Trust, 1988), 12.
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historical gaps and righting historical wrongs but must always be supported by other evidence
andf i | tered through professional l enses. The
remains a singular, positivist History.

This tendency to view oral histories and stories as source for, or supplement to, more
professional versions is by no means confitte8outh Africa, and has surfaced in history
oriented digital storytelling projects elsewhere (of which very few have been reported). For
example, an Australian public history project which occurred in the context of a large new
housing development in Kah Grove(a workingclass, innecity suburb of Brisbaneaimed
fito collate and build on the historical archives and to connect the community through
participatory activities and public eveats Author Helen Klaebe suggested that digital
stories may castitute a complement to oral and archival approaches to history, that they may
encourage public interest and participation &rah highlight aspects of historical interest in
an engagi ng, sslsasabsaeguent boakchapter she and collabalator
Burgess claim thdidigital storytelling works to broaden participation by articulating
everyday vernacular experiences and practices (such as oral storytelling) with professional
expertise and institutional suppout.

The danger in this approachpse writing at UWC suggest, is that it can paradoxically
re-inscribe and entrench the marginal status of those to whom it seeks to givei Vdiee.
implicit corollariesof an approach to history production that seeks to restore agency to
Aordi nad yampe otphat hi storians are not themsel
in turn are not historiadsat least, not unless they learn and deploy the skills of the craft. So
long as this binary remains in place, and the production of history remaim®etbgative of
professionahistorians, other possibilities for the making and understanding of history remain
foreclosed. Nicky Rousseau argued in a pivotal 1995 paper that while the recuperative
approach to social history at least recognised the adigeffiordinary peopléas
participants in history production, it failed to challenge the terms of that participation. This

approach, she said:

38Kl aebe, fAThe Pbobliéemesawnd ®Pessng Digital Storytellin
39 1bid., 9.
40J ean Burgess and Helen Klaebe, fADigital Storytellin

and McWilliam, Story Circle,156.

41Se@ary Minkley, Ciraj ORas$sdlostang LeslSoet Wi Atyida: /
Unsettled History: Making South African Public Pastd. Leslie Witz, Gary Minkley, and Ciraj Rassool
(University of Michigan Press: 2017), 41.
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Remains concerned to transmit a particular approach to history, namely

critical hi st or y dontardassagitionroot ess of demarc
di sciplinary rulesé is evident and thus
contr ol of the d6émeans of historical pr o
transferredi

Opening up the boundary between academic and other kinds of history productively
destabilises a number of other biearbetween the oral and the literatdjetween
oppression and resistance and between the traditional and the modern. The reification of these
categories can tend to support a simplified nationalist history which obscures much of the
complexity of South Afri c adullypeavssto maintain pr es en
and reproduce the dichotomies of apartheid and its racially modern relations and basis of
differencedssThose at UWC trying to avoistavdisouglgsi | i z
Ato focus insteadgomft hd ec @ratsibynadckmnvigdbilea pmteisre r
multiple and contested knowledges and pasts.

This work also usefully complicates the idea of voice. The project of giving voice rests
partly on an assumption that theoices of the peopleare somehow automatically authentic
and unmediated. Giving this up and taking informal histories seriagdigtories rather
than simply as data, encourages a focus on the ways in which they are prod(med,
then, is never unmediated or spontaneous but always performed, with an audience in mind
(which need not make it inauthentic).

Voice is also often assited with power, the underlying assumption here being that to

speak is to be empoweredmhile silence is the result dfeing silencedSeveral scholars at

42Ni cky Rousseau, fioUnpal atéablIRee fTreuctthi sobn sa nodn OPPooppuul laarr F
in Forte et al.Qut of History 636 4. Through the 1980s dAcritical o was ¢
for a specifically Marxist approach which entailed certain conclusions about race, clasprapdizie
political actonThemuchd i scussed ordinary people could thus bec
correct political [and historical] practiceo (Nicky
Africa in pbél 1908669 f pheductionodo, cited in Minkley
Africaod, )

43S e e IHsoaftmEerr, AReading Oral Texts: N e wOutbéHistoy,d ol ogi c a
97 110.

44Gary Minkl ey, i & Ae PestApagheitl Membrial ICempliext, A.€.dardanrahd the Re

l magining of Cultural Krbeaosd4dhoalg(2008):8. t he Eastern Cape.
45Lesl i e Witz, Gary Minkley, and Ciraj Rassool , ASour
al., Unsetted History 178.

46Lesl i e Witz, Jung Ran Forte, and Paolo Israel, AEpi

Hi story, 0 OubofHigioryflee et al .,
47 David Cohen has drawn attention to history as a process of production that atsias the confines of
academic history, allowing for the recognition of m
societies and historical settings all over the world, and the struggles for control of voices and texts in
innumerable séihgs which often animate the process of the past, this we termpndtection of history 6
David CohenThe Combing of Historgniversity of Chicago Press, 1994), 4.
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UWC have begun productively to propose other ways of considering voice and silence: To
note, for eample, the subtle gendering at play where voice is unproblematically associated
with action, movement and resistance; to interrogate the associations between voice and
visibility; to ask about what space is created for and by listemiagd to note thatilence

itself can hold power:

Silences can be replete and paradoxical;
pured6 than the garrulousness of the colo
i nterested in hearing themselves speak. 0
silencedbyextenal structureé the subject who i s

chooses silence over speaking, has been tthderized in Southern
African and African writingsie

For my own work, this has supported a much deeper engagement with notions of edges,
boundaries and margis . | am alert to what Desiree Lewi
straightforwardly cel ebr =dnotably, thatcelepratiorackn s u b j e
all too easily slide into reification and a reinforcement of precisely the rigid categories and
inside/ouside, centre/periphery distinctions one wishesitveaway from.

This ossification dehumanises those on both sides ofthebindihth e ot her i ng of
oppressive subject, 0 Lewis notes, dGsis a defe
Oscillationbetween opposing poles of a duality leaves us stuck in precisely the same old

spaces. I am reminded of dhepeltefslandd DarknessUr s ul a

To oppose something is to maintain it. They say here "all roads lead to

Mi s h n o r esare, if yowturtv your back on Mishnory and walk

away from it, you are still on the Mishn
somewhere else; you must have another goal; then you walk in a

different roads2

This echoes a question asked in the introduc

weekly History and Humanities seminar since 1994

48 Minkley, Rassool and Witz suggest that South African social history practices haeeé alith public media
representations of, for example, the TRC hearings,
al ., AOr al Hi story in South Africa: A Country Repor

9Wendy Woodward, Patricia Hay e:sGenderand CobaialisminrMi nkl ey,
Sout her n DadpHiStorias, Genderrand Colonialism in Southern Africh Wendy Woodward,

Patricia Hayes, and Gary Minkley, ¥xivi. (Amsterdam: Rodopi BV, 2002), xxxii.

50Desi r ee L-Représentatiofid®@Redmn r uct i ons of Southern African P

Bewitched Cr ossr oalkeepHiStones2VWo odwar d et al

511bid., 275.

52 Ursula Le GuinThe Left Hand of Darknegblew York: Ace Books, 2019), Kindle edition, Ch 11. She
writes a few paragraphalt er : A To | earn whi ch gotteanswerdhendhisakile unans
is most needful in times of stress and darknesso (i
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Could one take a different path? Instead of dissolving the differences
between source and reconstruction, papahd learned, history and
historiography, one might keep these gaps open; instead of dwelling on
metaphors of edges and limits, suspicion and suspension, prisons and
ruptures, one might pursue a quest for balance or propestion.

AKeepi ng t hescrigea much obvphat hain attempting to do in this thesigsist
the temptations of resolution, closure and certairgigd instead to stay within the liminal

zone, listening and watching both for what is uttered and what is not.

Lwandle
If my location at UWC has been one serendipitously important shaping force of this thesis,
another has been the choice of Lwandle as the location for the workshops on which it is
based. Since my interest was in the internal processes of the digital storytellirstnoymnrk
began with no idea which workshop(s) | would study, and no particular preference for where
they should be based. A suggestion by my supervisor Leslie Witz that | consider the Lwandle
Migrant Labour Museum, with which he had a lestgnding associ@in and which has a
strong storytelling tradition of its own, rapidly solidified into a plan. Again, the-semi
accidental nature of this outcome turned out to be entirely in keeping with themes of
contingency and uncertainty that would recur throughout.
| had never visited Lwandle before 2016. | had driven past it many times and
sometimes wondered what the museum sign on the national road might be pointing to; but it
never occurred to me to go and famadgnab ut . Lwa
saellite of Somerset West and Strand, themselves now marginal satellites of greater Cape
Town (although all are within the administrative borders of the City of Cape Town).
Throughout the 18 months that it took to produce the stories | write about thebis,
| drove the 43km from my home in Cape Town to Lwandle every couple of weeks, on an
irregular schedule shaped nominally by a project plan but in practice just as much by the

weather, who was available, and the exigencies and contingencies of fandiequipment.

53witz et al ., AEpistemol ogical Restl essnesso, 17.
54Davi d Cdoma mistakéuncertaintyas subor di nant el ement of the obj e
Uncertainty operates along a different axis. Uncertainty draws attention to the unfinished status of
knowledge. Uncertainty bears both powers and poetics. Uncertainty signals a distance from closure in the
construction of the historical record. And, not inconsequentially, yet often without notice, uncertainty is
itself constitutive of social and political life and, also, historical knowledge, historical understanding.
Uncertainty underlines the importandeoj usti ce as process, and not si mpl
Uncertainty of Afr i cResponsibilaynn CAsis:eknowledgeCRolitids and Globgal, 0 i n
Publics ed. David William Cohen and Michael D Kennedy (Ann Arbor: Scholarly Blipig Office, 2005),
28-9.
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The Museum is three turns and a few hundred metres off the N2, the major highway that links
Cape Town with the other major coastal cities of South Africa, all the way through the

Eastern Cape and Kwzulu Natal to the Eswatini border andtmland towns of Piet Retief

and Ermelo, over 2000km away. When people move between the Eastern Cape and Cape
Town, between rural homes and urban homes, on the recurringgsasanal migrations that

are the theme of this museum, it is often this roay titeel on.

These recurring migrations are in part a legacy of the fact that Lwandle was from the
start a place that existed on sufferaite s one of the many ghosts o
continue to haunt the present. Its genesis lies ind@iidcentury attempts to create and
sustain racial purity, which first of all meant working hard to establish and maintain racial
categories afnaturabssThe Popul ati on Registration Act of
person whose name is included in thaseg shall be classified by the Director as a white
person, a colouredp e r s o n  osr (these categbriesvlated expanded to include
Al ndwhleficnat i veo became fAbantuo)

In 1955 the Secretary of Native Affairs, Dr WWM Eiselen, formally annedrnbe
western part of the Cape Province as a Colou
and concisely put, our Native policy regarding the Western Province aims at the ultimate
el imination of Na&dTihwe arferaowatshide mraegiadreda. by

drawn around the borders of magisterial districts, and twice moved to expand the area

eastwards.

556ACol oni ali smbs defensive reaction is to attempt to
this is manifested is to harness the pouaalrful met ap
fiDeep eds Stxlri See al so Deborah Posel, AWhatdés in a |
and Thei rTraAsfotmatiod7 (20@1). 0

56The uniquely South African meaning of Acolouredo is
Khoi san, African slave, MaliDyctl,onargzbecruthAfmanEmghth/e and o

ficol ouredod accesakh akq ey ! Y ThErd are of course entire
volumes even libraries, behind this; but it WI|| do for now to av0|d confu5|on with other usages of the word,
particularly in North America.
57 Union of South Africa, Population Registration Act No 30 (1950), Section 5(10).
58Ct ed IiEigelabtMs et s , il nt er n-Aparthbd SputheAfricacTie Gases & thes\Western
and Northern Capeo (PhD Thesis, Stellenbosch Univer
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Contemporary African Studi€9, no. 4 (2011): 37B8.
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people who live and work illegally in the urban and indakareages: and that this entailed

Al iving in squatter camps whichesare | iabl e t
The policy had begun, in fact, to fail even before it was launched. Agricultural and

industrial employers around Somerset Westreliedonat i veo | abour and in

formal housing many labourers lived on the properties of their employers. There was a

continuing need for more labour, however, so in response to private sector pressure the

Lwandle hostel barracks were built on exmiated former farmland in January 1988 he

Lwandle hostels were kept carefully isolated and out of sight of both Somerset West and

Strand and separated from the N2 by one of t

apartheid urban planning.The map below, of Lwandle in 1960, 1998nd 2010, show the

stubborn persistence of this buffer zone even as Lwandle has grown. It is now contiguous

with the much newer township of Nomzamo.

6lMartin West, AFrom Pass Courts to IDeipmpr€Capeé ohowiChan
African Affairs81, no. 325 (1982): 465.
62Ant hony Lemon, fAState Contr ol IdevnationaltPblitcal Scéebcer Mar ket

Reviewb, no. 2 (1984): 194. See also A.J. Christophike Atlas of Changing South Africénd ed.
(Routledge, 2001), 121.

63Bongani Mgi ji ma and Vusi-CdBmmihreilteyz i Re Inavtdiquygoal f gi M ulsveaumo
Southern African Studi€2, no. 4 (2006): 798.
64 Although Lwandle was at the same time laid out to be easily subjectto kuaveilc e : A The vi sual p

the Lwandle hostels was that they were created to be unseen, as if they did not exist, and so eminently
observable that there was no way that any sense of privacy could be achieved. These features combined to
create completelai enati on and 6di saccommodation6. 0 Witz, ARe
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65 Maps from Openstreetmap.org, based on information from the Chief Directorate: National Geospatial
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The hostels, its worth repeating, were for men onromen and children were supposed to
stay behind in the bantustans or fAhomel andso
of the Eastern Cape, to be rejoined byrthasbands and fathers at the holidays and when
their | abour was no |l onger needed. Lwandl e w
women and children arrived and remainealofficially and precariously, always at risk of
being rounded up and sent baokhe Eastern Cape until influx control regulations were
relaxed in 1986. The resultant overcrowding led to calls to demolish Lwandle entirely and
relocate its residents to some unspecified (but presumably even less visible) elsewhere
Residents successly blocked this, however, with the support of local businessasd by
2000 there were approximately 40,000 people living thelrethe 1990s, when Lwandle was
officially declared a township and plans were announced to convert the hostels to family
housing, a group of residents began campaigning for one of them to be preserved as a
museum, which opened in 2000. The museum now consists of a converted community hall
housing offices and exhibits and a reconstructed hostel, which can be visited aspart of
guided tour by museum staff.
I will discuss the Museum itself in more detail in Chaptdfd now, it may be worth
noting that just across the N2 from Lwandle and Nomzamo is a campus belonging to a
private forprofit school group that started in South Africa and has since expanded
internationally. The company®ds rvdieeequtyman and
firm and the education director taught for 16 years at.ktdhe school, Reddam House, has
large grounds (visible through a tall electrified security fence) which remainedvatelited
al | the way through Cap 0142018.nndwandleawharsther o p hi ¢
Museumdébs scabby patch of gr ass isandswihoétheof ver
Cape Flats, this new school was mentioned to me on one of my very first visits, with the
comment that its sports grounds, teroosrts and indoor aquatic centre were not available to
the residents of Lwandle. This includes pupils at Solomon Qatyana Primary School and

Nomzamo High School, both on the other side ofNBdrom Reddam House, easuythin a

Information. https://htonl.dev.openstreetmap.org/6ok15/34.1170/18.86362010

66 Noéleen Murray and Leslie Witk ostels, Homes, Museum: Memorialising Migrant Labour Pasts in
Lwandle, South AfricaClaremont: UCT Press, 2014), 95.

67Mgi ji ma and Buthel-eammuiMayp pi elgatMusesm, 798.

68 Murray and Witz Hostels Homes, Museupi.

69f Management Team. 0 n.d. ht t-Ppeam//ABcesded Bovdmbear 8, 2018 o m/ Man a
http://reddamhouse.com/manageream/.
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short walk. Nomzamo Highchool consists entirely of prefab classrooms in a dusty field;

Sol omon Qatyanads single building is also su
This moment has stayed with me for its evocation of how Lwandle remains marginal to

and buffered from the surroundimowns, which are largely white and in some places very

wealthy. It is also marginal to the circulations of public and political discourse, surfacing into

view only where there are incidents of violence or unrest, notably xenophobic attacks on

migrants fom other African countries or occupations of vacant laritis comment from a

researcher who was part of a letegm project involving Delft, a much larger township about

halfway between Lwandle and Cape Town, applies equally well to Lwandle:

These expeences of marginalization are invisibilised in the broad
systems of political inclusion and exclusion as places like Delft are
either missing or presented in a highly distorted way in public
discoursers

Gettingby in Lwandle involves a constant strugged so our digital storytelling workshops

struggled in various ways as well. Digital storytelling sits within a constellation of

technologies and other resources that includes, but is not limited to, recoickedvinted

and digital photographs, image scanning, video editing software, mobile phones, data

networks, desktop computers, iPads, facilitation techniques, the internet in general and

YouTube in particular, WhatsApp, and so on. All of this would haen Basily available

and accessible at Reddam HauseLwandle howeverj t i s much | ess so, a
position in the constellation or ecosystem that supports digital storytelling is precarious at

best. This will be a dominant theme of Chapter 3 miqaéar.

Facilitation: Who benefits?

The final shaping force of this thesis was my own position as simultaneously organiser,
facilitator and researcher of the workshops at Lwandle. | have so far avoided giving any kind
of definiti on willftocdnfinaecta résisttdang sopbecausethedragueness of
the word points to how easily it can be adapted or appropriated into different contexts,
sometimes in the service of concealing difficulty. But for the purposes of this discussion |

will adopta working description of a facilitator as someone who works with a group of adults

70See for example the web page on which a nait:i onal ne
Lwandle. 0 Eyewitness News. Accessed November 9, 201
71 Joanna Wheeler, ATroubling Transformation: Storytel/

A f r i Qritical African Studie< 0, no. 3 (2018): 336.
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to help them learn something new, achieve a goal, resolve a problem or decide on a course of
action The context might be a company, a development project, an arts pradtaening

institution or just about anywhere groups need to get things done. There is considerable
slippage between Afacilitationo and Aadult |
resolutiond and even bet we emastérfulacilitatoi,dn@t i on o
who can guide a group of people to profound learning by applying the subtlest of nudges, is a

joy to experienceAn inept facilitator, on the other hand, might be boring, bullying,

embarrassing, chaotic, aggressive, manipulathjast ineffective.

There may, in fact, be a contradiction at the heart of facilitation practices. Chris Hughes
notes that dndal most all adult educators appea
involving unqualified respect for persons d@hdir autonomy. Indeed, these values are almost
constitutive of significant accounts of the discipling b ut al so t hat Athe n
facilitation either just assume that there is no conflict of interest between the facilitator and
thelearnerpr t hey ignorenthe issue altogether. 0

The International Association of Facilitators, for example, has this statement in its Code
of Ethics:

We are in service to our clients, using our group facilitation
competencies to add value to their wddkir clierts include the groups

we facilitate and those who contract with us on their behalf. We work
closely with our clients to understand their expectations so that we
provide the appropriate service, and that the group produces the desired
outcomes. It is our sponsibility to ensure that we are competent to
handle the intervention. If the group decides it needs to go in a direction
other than that originally intended by either the group or its
representatives, our role is to help the group move forward, reiconcil

the original intent with the emergent directian.

The assumption here is that interests are always transparent and reconcilable, and that a way
forward is always possible. This makes it difficult to properly imagamel thus to deal with,
possibilities that include subtle or overt coercion, concealed agendas, genuinely irreconcilable
differences or even active malignity. Yet Hughes points out that employees are always, to
some extent, subject to the coercive control of their employers no matter dedistidally

this relationship is framed. It is possible, then, for facilitation to produce the appearance of

72Chris Hughes, fiFacilitation i n GtadiesieQontinun€hal | engi ng
Education21, no. 1 (1999): 28.

731bid., 35.

74 nternational Association of Faci |l iFVald, 28004 |, iStat eme

https://www.iafworld.org/site/professional/iafodeof-ethics.
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emergent harmony when in fact there is nothing of the sort. Nor are employment
relationships the only ones that dsctomecoercive it is a possibilityany time there is an
inequality of access to power or resources, as between donors and those thegnflind
researchers and those they research (more on this below).

Hughes was writing in 1999, but there is still little or no formatdssion of what
happens to facilitation when there are conflicting interests at play. It is an essentially
optimistic practice that, like some of the caring professions, attracts id@addistshe naive
do not survive. There are many informal conversatiaingatherings or in closed Facebook
groups (the equi veal a@moutofwhiatorirs dosualal ¥oc al
expectationso and the compromises that must
and service to those whose voices thient claims (often quite sincerely) to want to hear.
Veteran facilitators tend to be rather sober and-haatied idealists.

How does this bear on my own work as a digital storytelling facilitator in Lwandle? As
| noted above, | was in an anomalousipas. In Lwandle, | had to drive the project from the
start and rely on the interest and goodwill of potential participants. In all the previous digital
storytelling work | had done, | had either been commissioned by a client who had a specific
brief to fill, or I had offered a public workshop which any interested person could papdor
attend

The latter is the easiest cdsecause it represerdsclear exchange of value. When an
adult chooses to pay for a service to be delivi@nedthis case to be asséd to make a digital
storyd they are implicitly agreeing that this is a valuable use of their time and mbmey
will have expectations about how the service will benefit them, and are likely to feel entitled
to insist that these expectations are meiewthe service entails learning a new skill, there is
an additional twist, because the teaelearner relationship has its own power dynafies
a learner | put myself to some extent in the hands of my teacher, trusting that they will guide
me through igorance and confusion to some position of greater knowledge and

understanding. At best, these parallel relationships of client:service provider and

75See forWexaywpHar court, AEdi t o Dévaeldpmentbme 2 Buné 2006): cs of |
1i 3. See alsd i | ReillyaShame: Confessions of an Aid Worker iric&f (Moonshine Media, 2012) for a
compelling account of the subtle coercions the author was blind to as the American director of an
organisation dispensing US donor funds in Zimbabwe.

76Paul Rabi now, ifRepresentati onModlerreniSoyc iianl AFnatchtrso:p oM oo
Writing Culture: The Poetics and Politics of Ethnograpég. James Clifford and George E. Marcus
(University of California Press, 1986234 61.
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teacher: |l earner balance each other out, so t
acknowledged and defed to, but cannot become dominant.
When | have been hired by an organisation and the participants in the workshop are
distinct from the client, things have been murkier. As the facilitator | must manage the dance
of balancing interests and expectatibesveen those who are participating in the process
and those who are paying fod iin the knowledge that there is almost certainly more going
on than | am aware of, and that the sphere of my influence is limited. This dance between
facilitators, clients ath participants may be one of the reasons digital storytelling is so
i mprovisational and mutable: ADiIigital storyt
different settings, with different populations of participants, the practice and genre can take
on different for ms. I'ts potential *for good i
At Lwandle | found myself treading ground that was new to me. | approached the
museum effectively asking for a favdut needed access to their space, relationships and
other resources to achieve the entirely personal goal of doing the research for this thesis. In
return, | could offer the service of a digital storytelling workshop for museum staff if they
wanted it, and likewise for community members who might be istiede=romthe start
thereforemy power as a relatively wetesourced outsider and as an urban, midtiss
white South African was undercut and complicated by my reliance on the generosity and
goodwill of my hosts at the museum.
At the same time, | &s acutely aware of the potential for exploitation, both in the act of
asking for stories and in the research relationship. My reflective notes after a workshop
commi ssioned by a |l arge international funder
exploitat ve? We take their stories and give back:
peopldt o share their stories with me. What do
by American artist Alok VaieMenon about their experience doing research with tiemsey

sex workers in Cape Town:

One.

Dear Cym: In America | am learning how to think that | am better than

you.

I n fact, Il am majoring in you. Dondét wor
keep it confidential.

Two.

77Li sa Dush, AThe Ethical Compl elrténatiomslounél of Sytaral s or ed D
Studiesl6, no. 6 (2012): 62740.
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| am turning your body into a new theory

D o nwibiry they will pay me to use you,

I will cut you some of the profit in my acknowledgemersts.
These concerns are not new, of course, but they have no satisfactory resolution
Anthropologist Christopher Colvin notes ruefully that his lengthy preparation for doing
fieldwork in South Africa, wrestling in grad
symbolic violence that ethnographic representations always seemeditd eata h a d
nevertheless | eft him Aunpreparedé for the v
of the benefits of research | encountededArriving in South Africa in 2000 in the aftermath
of the Truth and Reconciliation Commission to work with a supgroup for the survivors
of torture, he was aware that they had begun to weary of being researched. He did not,
however, anticipate the extent to wleeech t hei
as a stabléhingbthat memberghad®d but commod f i e d saThe debatkslhe 0
encountered were not about the subtleties of epistemic violence but about how much, exactly,
these stories were worth in monetary terms.

Many discussions about the issue of whether, how much and on what terms to pay

reseach participants seem to mask a certain deep queasiness under brisk practicality and a
focus on the procedures of ethics committees. The problem is framed largely as one of
coercion or undue influence, as |fdartidpate f i nan
in a research project somehow invalidate that decision in a way other motivations do not. The
UK6s Economic & Soci al Research Council note
consensus on this 1 mport arsftollowafwepainchecklist r econ
starting with Adevelop gui delsiAbtBNMC, ethmy when a
commi ttee members are mandated simply to fre
participants to ensure that neither presents a probfaundue influence for the study
parti wiSpauriths Ad ri cads National Health Researc

framework for paying participants in clinical research trials that even offers a nealetteee

78Alok Vaid-Menon, fiGender Studies. 06 May 13, 2013. -https://
studies.

79Chri stopher J. Colvin, AWho Benef i tionifAntbropolétyg sear c h?
and Publ i &thithkQuandalhies in Sdcial Resear@d. Deborah Posel and Fiona C Ross (HSRC

Press, 2014), 5B8.

80Col vin, fAWho Benefits?, oo 60.

8lEconomic & Soci al Research CounciTheResBatchBtipce ns at i on,
Guidebook2012. http://www.ethicsguidebook.ac.uk/Compensatéwardsor-incentives89.

82UWC Humanities and Soci al Science Research Ethics C
Operating Procedures, o n.d. Section 5.

28



acronym: At he pr o piopayment for dimenlecortvenianzgpand a ¢ h
Expenses (TIE). O

The vagueness that lies just beneath the surface of these recommendations is striking.
As Lynn Meskell and Peter Pels note in their argument against relying too heavily on ethical
codesfthe framewor k provi ded by the &éproxyd of docun
from practice s@ The messy business of actually negotiating benefits and rewards is left,
again, to be worked out in practice and to be discussed in informal exchanges and corridor
talk. Colvin notes that while there is a great deal of work, across many disciplines, ém how
protect research participants from harm, #d@th
me a n évenefil 1 o m r esOregetthe distinct impression of people holding their

noses to deal with something necessary but nevertheless vulgar alydutgégasant:

Such payments are generally frowned upon in anthropological circles

because they ostensibly hamper the qual.
rapportdéd and make it hard for others to
professors oncrec hreernsa rpkaeyd ,whoeRees etahey donodt
rel atisnships?o.

Again, the assumption here is that money is somehow external (or even detrimdinéapto
relationship, rather than just one of many things to be negotiated in any relatanship

| was not in a positio to pay my participants, but | was clear that | wanted to offer an
exchange of benefits that felt real, even as
al ways compl ex, cosance¢stlRat amkinoawlcedgdai mooduc

s t e a.dolitrastpdthat the digital storytelling workshops would prove valuable to the

83NationalHeah Research Ethics Council. APayment of Tri al I
Considerations for Research Ethics Committees, o0 201
84Lynn Meskell and P e tEembeddhg Etricsed. Byhnivieskedl dnal Peter Rels (Orford n

andNew York: Berg, 2005), 20.

85Col vin, AWho Benefits?d¢6, 62 (my italics).

86l | ana Van Wyk, AThe Ethics of EtBdalQuandaresin $ocidl he Fi el d.
Research 20 8. Note by comparison Paul rRontacticsofmbddite i nsi ghi
group is to refuse to discusgo label as vulgar or uninterestthg s sues t hat are uncomfort
(Rabinow, fARepresentations are social facts,o 253).

87Marjorie Shostakédés account of ihfgendaadocaligbbratornamedl at i ons
only as Nisa is a particularly moving and thoughtful exploration of these negotiations: Marjorie Shostak,
AfoWhat the Wi nd Wonodt Tadkteh eAwlaiyfée alnhde VBoerndess i osf oaf INK L
The Oral History Readered. Robert Perks and Alistair Thomson (Routledge, 2003j,14802

88Col vin, AWho Benefits?0, 74

89Ji gna Desai, Daniell e Bouchard, and Diane Detourn
Work of the O6Transnati on al @Critica TréhenationaliFentinistPraxis L GBT Q
ed. Amanda Lock Swarr and Richa Nagar (Albany: State University of New York Press, 2010), 60.
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participants, and prepared myself to have frank conversations about money, benefit and

value.

Protection from harm
Beyondconcerns abowho benefits from the processedadilitation and research, there is
also the ethical concern about protection from harm. In the case of storytelling, the potential

consequences for peopleds |ives are compl ex

experiencing postraumatic flashbacks s a result of telling oneds

story of another; revealing personal information like medical history, sexuality, financial
circumstancesr family background that might, if it becomes public, result in harm or
changed circumstancegvealing information about a ngrarticipant that might result in

harm to them or change their circumstances; changing the nature of relationships or creating

new ones; coming to new understandings about

0 n e @rsnunity, family or other group in a new way; acquiring new skills and developing
expectations about what might be done with those skills; and exposing, creating, exacerbating
or resolving conflict within a group.

Some of these consequences are harndulesare beneficial and some are ambiguous
In many cases, because human lives and relationships are complex, it might be difficult or
even impossible to identify a clear link between a storytelling process as cause and something
else as effect. | have fodnt helpful in this context to borrow from systems theory a
distinction between systems which are complicated, and those which are complex. In
complicated systems causes and effect relationships are knowable, even if not dbvious
complex systemsn the other handhese relationships can be perceived only
retrospectively, do not repeat and cannot be predicted. Instead of cleaeffaose

relationships, there are patterns:

Once a pattern has stabilized, its path appears logical, but it is only one
of many that could have stabilized, each of which also would have
appeared logical in retrospect. Patterns may indeed repeat for a time in
this space, but we cannot be sure that they will continue to repeat,
because the underlying sources of the patternsadrepen to inspection
(and observation of the system may itself disrupt the patterns).

90Cynt hia Kurtz and David Snowd e n-MakifiglinhacCompexandy na mi ¢ s
Compl i cat iBM Sysglenms Uodrna?, no. 3 (2003), 469. See also Rob&to | i AA Note on
Di fference Between Compl i ¢ adnd2, aonld20C3p MRIT. e x Soci al
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In digital storytelling there are patterns whigpeatand which enable a sensitivity to

potential consequences like the ones | listed above. For example, if a workshop explicitly
invites or is likely to include stories of violence, then poatimatic stress responses may be
triggered and preparations shobkl made to deal with these. Buich preparations can

never be complete. Triggeregsponses are not inevitapénd it isnot possible to known
advancewhich stories may trigger which responses in which pe&pleh stories may

surface unexpectedly evevhen they are not asked for, or fail to surface when they are
expected. In such situations an ethical checklist has limited useflidkasis required is an
ability to recognise the emerging pattern and to respond to it as appropriately and flexibly as
possibl® to dance with ib1

Beyond the internal processes of the workshop, there are also questions around the
completed digital stories themselves, and the forms of consent participants give for these
stories to be shared. | have, in general, attentptedgage with the participants in my
workshops on the basis of StoryCenter guidelines for good practice, which emphasise that
fiethics must be viewed as a process, rather than asatfarezasion ofgaining conserdt 92 0
This is particularly important idigital storytelling processes because it is not reasonable to
ask participants at the outset of the process, before they have made digital stories, whether or
not they are happy for those stories to be made public.

Accordingly, | askegbarticipants for signed consent both at the start of the research,
before workshops begaand again at the end of the workshop, before stories were screened.
The consent forms distinguished clearly between consent to the participate in the research
projed, and consent to share stories in different forums. At the end of the project, five
participants who had completed digital stories gave permission for their stories to be made
widely available via YouTub& he remaining five gave limited permission foeithstories to
be used for this thesis and in more limited screenings.

| also attempted to strike a balance between maintaining the anonymity and
confidentiality of those participants wheantedit, and honouring the desires of those who
wishedto be pubkly acknowledgeds the authors of their stories and contributors to my

work. The people whose stories are the bedrock of this thesis are all adults who are not in any

911 have long thought of facilitation as a dance, but the notion is not of course peculid@ tofabove
mentions, but does not cite, US environmental scientist and systems thinker Donella Meadows. The
posthumously publishedoarsi atehfiDpneéidgnwel t-Bmegdbwem
with-systems/.

92St oryCenter, O6Ethical Practiced, 2015. http:// www. s
Rights is reproduced in Appendix
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position of special vulnerability relative to their peers, and | have chosen to résgeotvn
decisions, made after extended conversations, about whether to be named or not. So some
participants are referred to by their real names; others chose their own pseudonyms; and some
asked me to choose pseudonyms for them. In the case of @anticipho started the project
but were not able to finish it and could not be contacted afterwards, | created pseudonyms as
well. These are noted in the text as they are introduced. | also shared with each storyteller the
sections of this work that discugsem and their stories.

Finally, while compliance with formal ethical guidelines may be not be a sufficient
condition for ethical practice, it remains necesshtkiical clearance for this research was
granted by the Humanities and Social Sciences ResE#rds Committee of the University

of the Western Cape under registration number HS/17/3/19.

The ecosystem of digital storytelling
Throughout this thesis | use the biologit&imecosysteno make sense of the complex
environment of digital storytellindt can be a troublesome metaphor, however, so at this
point | would like to draw out some of its implications, and establish what | do and do not
mean when | use it.

The coining of the term fAecosystemo i s Wi
who proposed it to resolve a debate over how best to characterise interrelated plant
communities. The idea has traditionally been associated with the idea of equilibrium and
stability, although Tansl|l ey r ecoegdisihewewtr f r om
never quite perfecté the ecosystems are extr
unstable components and because they are very liable to invasion by the components of other
s y s t ®lmter.génerations of ecologists have modifiedtmandoned this assumption of
equili brium, to the extent that a contempor a
unbalanced inputs and losses; their dynamics are influenced by varying external and internal

factors; they exhibit no single stablgudibrium; disturbance is a natural component of their

dynamics; and human act i wiAtproppsed c®Brteenpotarya per v a
definition of ecosystem is fAa unit comprisin

93AG Tansley, fiThe WUsa¢i amal AlCo s eEeqohyicty/rmgBdlo3b)e30Ins , 0
94 F. Stuart Chapin, Pamela A. Matson, and Peter M. Vitolrhkgiples of Terrestrial Ecosystem Ecology
2nd ed. (Springer: 2012), 7.
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and their physical and elmical environment, at any scale, desirably specified, in which there

are continuous fluxes of mattes and energy I
The words | wish to draw attention to here autnerable unstable unbalanced

dynamicsfluxes interactiveandopen An ecosystem is not a clearly bounded independent

whole, but an interacting and interdependent assemblage of entities and energy flows with

permeable boundaries, within which stability is sometimes achieved but always temporary.

This understanding is also reflected in the more recent adoption of ecosystem as a metaphor

in discussions of information technology and

ecosystemso invoke ideas of nmetworks, interd
I am using the nmtaphor of ecosystem, then, to evoke not equilibrium and harmony but

(especially in the era of the Anthropocene, climate crisis and mass extinction) instability and

vulnerability. | intend to show that to the extent digital storytelling happens within an

easystem, it is a particularly fragile and contingent one which becomes more so the further

away one travels from the contexts of its origin.

*kk

Entering Lwandle, | was simultaneously a digital storytelling facilitator with an optimistic
belief in the vlue of my practice, a visitor seeking hospitality and a conflicted researcher
venturing into disciplinary waters that were new to me. All of this shaped my work in ways |
will draw out throughout the following chapters.

This project was begun with the hopleproducing stories that would speak directly to
the Lwandle Migrant Labour Museumbs core top
happened. The Lwandle elders who are the custodians of these older stories decided, for
whatever reasons, that panpiation in this project did not interest them. Perhaps they felt that
since their stories had already been told, and are written out, pictured and displayed in the
museum already, that there was no need to go into it all again. In any case, who showed up
was firstly the museum staff, and secondly young people from Lwandle (these categories

overlap). The result was a set of stories that speak in far subtler ways to the enduring legacies

BA.J. Willis, AThe Ecosyst sm:orARurdiohayfrglogilgnoQConcept Vi
(21997): 270.

96 See for examplérancesco Nachira, Paolo Dini, and Andrea Nic@laietwork of Digital Business
Ecosystems for Europe: Roots, Processes and Perspe@ivepean Commission Introductory Paper 106:
2007), especially p. 5.
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of the migrant labour system, in particular how it continues to shapeshand families
today.

In the end | conducted two workshops in Lwandle, one over a period of several months
in 2017 with museum staff, and another with a group of community members over a shorter
period in early 2018. A selection of stories was screesgrhd of an event at the museum on
May 28th 2018. Altogether, ten participants completed digital stories, and another three told
stories and wrote scripts but were unable for various reasons to complete videos. These
storie® the videos, images, workinggject files and scripts are the major material on
which this thesis is base8ldditional material includes my own notes and reflective
interviews with participants who completed their stories.

In Chapter 2, | explore the ecosystem of this digital stdiyteproject in Lwandle in
more detail, specifically by examining the intersecting histories of the Lwandle Migrant
Labour Museum, myself as the facilitator, and digital storytelling more broadly, including its
links to distinct but related /neighbouringcf)systems such as journalism and documentary
filmmaking.

Chapter 3 continues to elaborate the idea of digital storytelling as ecosystem by
considering how people and objects, including technologies, are recruited and assembled. |
argue t hat rgihavstiatusihiglelights thenextent to which this ecosystem is fragile
and contingent, especially at its boundaries.

Chapter 4 examines the production of stories in detail, from the story circle through
processes of scripting and recordihgChapter 5using the crafted stories as well as
reflective interviews with participants and my own field notes, | reflect on how my own role
as facilitator intersected with participants
ways.

Chapter6 approachedhe digital stories as visual productions, considering the strategies
participants deploy to create visual narratives of their lives from the margms, again,
how my interventions as facilitator shaped this production.

Finally, | conclude by arguing thabnceiving of digital storytelling as an ecosystem
can open up neand fruitful approaches to working in the margins. | also suggest that using
a framework of compassionate withessamgbles living with reasonable hope amid the

realities of postcoloniadnd postapartheid tragedy.
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2. Location

Atmy first wvisit to the Museum in 2018, o
not there; she has found a new jJjob and m
proud of her and slightly envious, o0 | wr
quote:il gr ew up i n the itgontatsvwnshp.,] now | dm wo
dondédt want to 8tay in the township

Digital storytelling, | argued above, takes place within an ecosystem which is fragile,
contingentand must be assembled anew for every workshop. The components of this
ecosystem include physical objects and spaces, humans, and also the webs of ideas, practices
and information which make this an ecosystem suitable for digital storytelling as opposed to
say, documentary flmmaking or the production of a museum exhibition. In this chapter and
the next | will examine the salient components of the ecosystem that was assembled to
produce digital stories at the Lwandle Migrant Labour MuseMore specificaly, | will

focus on what might be called the background or environmental factors which shaped the
workshop and the stories that came out of it. These begin with the Museum, which was
envisaged and built as a place of storytelling and which evoked partiudarof stories.

Then there ishat whichl brought with me as the instigator, facilitator and sustaining force of
the workshop, my particular history and position at the time | came into Lwandle. Finally,
there are the practices and associations ofadigiorytelling itself, including its relationships

to journalism, documentafjfmmaking, visual and participatory research methods and
pedagogy. | have already written above about the fuzziness around digital storytelling which
makes it so difficult tdalk about, and | will attempt to unpack some of thatertaintyhere.

The intention is not to draw any clear boundaries and declarkeeted thing is digital

storytelling anchereit is not, but rather to explore how ideas about media production,
stowytelling, research and participation rub up against and influence each other in sometimes
unpredictable ways. Working inside open boundaries, it turns out, means constant
questioning: what kind of a thing am | doing here? Where is its heart and cemtre? If
improvise or adopt practices from neighbouring domains, how much can | change and how
far away can | travel before | sever the last thread connecting me to that heart? Do | still want
to be here, or somewhere else? Questions like these, even if not aleayy articulated,

constitute a great deal of the dance of facilitation.
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The Lwandle Migrant Labour Museum
Officially, there are two parts to the Lwandle Migrant Labour Museum: the old community
hall which houses the reception, kitchen, offices ardbétions; and Hostel 33, which
preserves and reconstructs the experiences of migrant workers and their families living in
Lwandle from its founding right through the 1980s. Hostel 33 can be experienced only as part
of a guided tour by museum staff anddited it only once, on my very first visit as part of a
museum studies class in 2016.

The old community hall building is fenced off from the street, with a small parking area
in front. Across the road is a taxi rank, just outside the gate is a smabcaet®ing
takeaway food, and the Lwandle Library is just behind the hall. As one approaches the
building from the small parking area in front, one sees double wooden doors below a
brickwork detail echoing the peak of the roof. This was the original nmiiarece to the
building, but the doors now open onto the kitchen; the main entrance is énewide of the
buildingto the right The doors are often left open on hot days and the kitchen is a gathering
place, so there can be a small moment of hesitattma s one approaches: whe
entrance? There is a certain intimacy involved in entering a space through the kitchen, so |

usually used the official entrance, but not always.

Figure 2.1: The man building of the Lwandle Migrant Labour Museum

Entering through the main door, there is a small reception desk immediately to the right, with
t he manager 0 sTothd léftisaemalh exhibitiondf garrments, photographs and
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interviews called.wandle Designers/Abavelisi Bengingi yaseLwandlexmediately in front

is a large display panel with maps and photographs of Lwandle as it has developed over two

decades.

Figure 2.2: Whites only
Stepping further into the hall, one passes u
beachin1990_. wandl e | iterally means fiby the seao,

the segregated isolati to which Lwandle was confined for much of its history. To the left,
behind the entrance panel, is Bries of Home/limbali zeKhagxhibition, featuring
extracts from oral histories of lortgrm hostel residents along with larfipemat photographs

and a collection of domestic artefacts like buckets, braziers, kettles, radsuitcases.

97 For a detailed history of the development of the exhibitions mentioned below, see Chapters 4 and 5 in
Murray and Witz Hostels, Homes, Museum.
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The exhibition reflects one of the primar)
was that it should be a place of storytelling:

Bongani Mgijima wanted thengisaged museum in Lwandle to move

beyond objects and for the primary modus operandi to be the gathering

of storiee He pl eaded that o6for historyds sak
to be collec#sed and recorded. 0

The stories reflect a deep ambivalenceandba gui ty about f@Ahomed whic
generations of enforced migration. Against t
Africans should never make permanent homes west of the Eiselen Line, that they should

never be at home in Cape Towon® people made homes anyway. The storpbgtime
resident Siboniwe Tyeku declares:

In fact since 1975 | used to come here on weekends. Lwandle is home to
meé this could be a better place. It is
with a beautiful landscap

| will be buried here. We built this place as a hoRPeopleneed to be

buried here. Somgeoplehave houses and children here, but they still
want to be taken back home. Maybe thayenot realised what a home
is. A home is a place where you stayhathe entire family, that is home.

On another panel MinenkuMo | o al so decl ares: #Al will be b
here and | made everything here. o
These stories are accompanied by pictures of Lwandle, and portraits of the storytellers
in or ouside their Lwandle homes. Other pictures, showing rural scenes from the Eastern
Cape, accompany more ambiguous stories that point to a link between home and land.

Nozolile Cynthia Nontobeko Galadab6s story de

As a person that grew up on the farms] ao is married to [a] man

from the Transkei, | like the Transkei. We go there every holiday to
spend some time there. My home is in Qunu. We have a house there.
When we go away and come back wemsbimes find that the crops have
been damaged and we hdwestart afresh. There is no time to cultivate
the fields because we are not there. There is actually a lot that we miss
there even though we think we are gaining by being here in Lwandle.

And yet on the adjacent pargte continues

| can also say thatyrhome is here in Lwandle, because | serve my life
here. | came here in 1985 when my parents were trying to force me to

98 Murray and Witz Hostels Homes Museyrhl8.
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marry an older man, whom I did not know. | escaped from my home and

came to Cape -8 dmouedin Wwith [my BuBb&nd]. We

havefour children. Inamed myfirdit or n Nomakhaya, meaning 0l
iMuyuziyam Yamagodukéthe museum of the ones who go hantes produced a
remarkably complex picture of homdome is where family is, a place to return to, a place to
escape from, a place taise children, a place to raise crops, a place to be buried, a place that
you make against the odds. It is important to note, however, that this production is not
spontaneous: it is the outcome of a long and intentional process of mediations, sedections
translations, starting with the collection of oral histories by museum researchers who were

interested precisely in concepts of home. As Murray and Witz note

Much of the work on oral history has dealt with issues of performance,

memory, orality anditerate forms in the constitution of interviews and

their multiple reinscriptions as audi o,
these mediations counter any sense of a readily available, pure, authentic

Ovoiced that can be r ewdencecof ed and easily
experience or as sociological daga.

In the case of Lwandle, the chain of mediations is strikihgseum researchers conducted
oral history interviews with residents isiXhosa, then transcribed these interviews to be
translated into English by professional translators. The exhibition design team used these
English transcripts to craft succinct and coherent narratives suitable for display, and they
were translated back intsiXhosa. Some of the passages then became too long to fit the

exhibition boards, so the English version was cut and then retransiated.

99 Murray and Witz Hostels Homes Museyi20.
1001bid., 1247.
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Kukho izinto endizikhumbulayo xa ndilapha. Ndikhumbula
ukulima ngexesha lako. Abafazi bonke basemasimi
nasezigadini. Kodwa ngoku andikho phays kwaye akukho
mntu ukwenzayo oko, Unyanzelekile ukuba ugeshe umntu
ajonge imfuyo yakho. lyasisokolisa ke lo nto kuba ixinto
azihambi kakuhle emva ekhaya.

NONTU! ELO CHRISTINE MAKHABANE

Figure 2.3: A panel from thé&tories of Home/limbali zeKhagxhikition

The stories of home in this exhibitiothhen,are far from spontaneouBhey have been
extensively andkilfully crafted by a team that extends far beyond the original storytellers.
This does not, however, necessarily make them inauthentic or untroeld suggest that

they point to what Meskell and Pels calll

=1}
(2]

Archaeologists [and by extension historians?] should redefine their goal
as a search not for a transcendent truth opposed to local or particular
interests but fosignificanttruths about materials and sites in an epen
ended negotiatiom:

The idea that there are significant but not transcendent truths leaves open the possibility of
other truth® andthe further possibilitghat some of these other truths migatve been

ccovded out by the shaping force of the museur

101 Meskell and Pel&mbedding Ethics.
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series of stories were repeated again and again, the plot remaining the same and only the
characters changingaoz There may be another force at wdnkwever Perhaps one of the

most enduringly significant and tragic truths of apartheid was its effect of flattening and
constricting the lives that came under its rule, so that people were offered a very limited
choiceof stories to live. Any narrative of heroic struggle and ultimate victory over apartheid
must deal with the enduring facts of the lives that it crushed and stunted. In the words of
David Scott, arguing for a tragic rather than a romaattitudetowards vihat comes after

colonialism:

Tragedy has a more respectful attitude to the contingencies of the past in

the present, to the uncanny ways in which its remains come back to

usurp our hopes and subvert our ambition
never let go. Thissia hard truttvs.

The longer | spent in Lwandle, the more palpably I felt this sense of the tragedy of foreclosed
possibilities, which is already implicit itories of Homand other exhibitions of the

museum.

**k%k

On the far wall of the museum from thetience is a walmounted exhibition of words and
photographs tracing some of the more general history of migrant labour in South Africa, as
wel | as the struggle of Lwandledbs residents
kitchen which isvisible from the front of the building; to the right is a stage which is used for
performances and to stage exhibitions. Halfway through my work at Lwandle the exhibition
Siyanyanzela/We are doing it by foreas installed on the walls around the stages Th
commemorates the eviction in winter 2014 of 849 people from land they had illegally
occupied on a road reserve along the N2 near LwaAdlthe homes they had built were
demolished. The exhibition is dominated by a photograph commissioned from UWC
poddoctoral fellow Aubrey Grahanit was taken from the top of an earthwdhnkt, together

with an adjacenglectric fenceopped concrete walseparates Lwandle from a more affluent
neighbouring suburb. Here is another moment of the present being haytived®mains of

the past.

102Murray and Witz Hostels Homes Museyrh?27.
103David Scott,Conscripts of Modernity: The Tragedy of Colonial Enlightenni®aotham & London: Duke
University Press, 2004), 220.
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Figure 2.4: The Siyanyania exhibition. Photograph by Aubrey Graham.

I n front of the stage are two | ines of const
calledWorkmed® s C o mp e bysGaviniYaunge4d The wheelbarrows contain

object® boots,enamelledin plates and mugs, passbooks, ledietisat the artist says he
collected originally from migrant workers who were employed by Afrox and living in hostels
at Langa and Guguletho r k me n 6 s C omapgeam1984 for aexhibitibn,

sponsored by Afrox (and never repeated), was lost afteg legimbited in Paris. Version Il

was recreated and expanded to ten wheelbarrows for another exhibition in Paris, and then
donated to the Museums The objects in the wheelbarrows seem curiously unmoored from
real lives in a museum largely devoted to steting, they have been stripped of all stories.
There are photographs in the old passbooks and some names can be dimly read, but of the
lives behind these passbooks we can know nothing.

1041n the museunthe exhibit is actually labelledligrant WorkersIl;li have wused the artistos
105Gavin Younge, fAProsthesis: Catal oguedtie®ecadan Exhi bit
19972 007, 0 (La Noire Gal eri e, B3WRosthesid)dnd gse Sue/ www. acade

Williamson, Resistance Art in South Afri¢€ape Town: Double Storey Books, 2004), 66.
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A similar anonymity characterises the neighbouring extshiitatedon the wall to the right
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Figure2.5: Detailf r om Wor kmenads

Compensation

as one turns back towards the museum entrance. This is a selection of images from David

Go l

dai

process of documenting injustibas become somewhat inhuman itself, stripping those

dbl

y

commute have become f amou

S as

att ods The Brdanspprig of KwaNdelekagain donated by the artist.
The photographs of men and women snatching sleep on a crowded bus durifogittesur

a

depict

photographed of their names and histories, reducing them to emblems of stoic suffering.

There is one last exhibit to mention: right at the back of the museum, in a corner behind

the Designers of Lwandlehere they are easily overlooked, are sixteen framed paintings and

drawings made by Lwandle residents during a series of facilitated workshops that were part

of the Institute for Justice and ReconciliatigmonsoredMemory, Arts and Culturproject.

This manthslong project, which included oral history gathering, storytelling, dance,
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photography, screenprinting and sewing, was

margins to the centreo:

The Memory, Arts and Culture Project fosters the sharing obpalts

truths through the medium of the creative and performing arts. In this

way, the histories are not simply obser
perspective, but internalized, 6cl ai med
process. Everyone can, through these projeetsome part of the

process of understanding, respecting and healing.

Yet these sixteepaintingsare the only remaining trace of the project. Of a later community
photography project that was intended, among
O6sustainabl e careersd f or ftohhereibrmodracéatalar t i ci p
Where did all the other work go? It is possible that in a place like Lwandle, cut off from the

circuits of money, influence and energy that sustain creative output in more privileged places,

such work can go nowhere at all.

K%k

| have said very little about Hostel 33, a major component of the museum and its reason for
coming into being in the first place. This is because after the tour | joined on my very first
visit to Lwandle, | never saw it again. All the other times | visitethugh the months of

making digital stories first with members of the museum staff and then with others, | was
scarcely conscious of the hostel.

In fact, | was scarcely conscious of the rest of Lwandle. For several months | did not
leave the confines dhe hall and the car park. When | did, it was to visit the canteen just
outside the gate to buy food with and for participants in the community workshop; to help
two participants record video for their stories; and once to drive a participant to an ATM so
that | could draw cash to help her repair the broken screen of her cellphbne.d6 s t r ue t h.
the hall is where the work wdsut there were other occasions when it might have made sense
for me to venture further afield. For example, when some membanrg fifst group of
storytellers had trouble finding photographs, | could have accompanied them on a photo walk

of Lwandle, instead of sending them out to take photographs on their own. Yet | found

106 Institute for Justice and Reconciliation and Lwandle Migrant Labour Mus@u@ommunity on the Move:
Belonging and Migrancy in the Ca|j2008), 23. https://www.ijr.org.za/portfolistems/acommunityon-
themove/.

107 Murray and Witz Hostels Homes Museyrhl0.

1081 had some misgivings that this might be crossing a boundary but quickly decided otherwise: this same
participant would not have eaten that morning if it had not been for the food provided as part of the
workshop.
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myself reluctant to step outside the cocoon of the hatjelg because | felt conspicuous, like

an outsider or a stranger who might not be welcome, or who might be perceived as a tourist.
It was only much later that it occurred to me that my reticence might have been perceived as
fear, arrogance or an unwillingss to engage. Race is deeply implicated here: it was my
whiteness that made me conspicuous in Lwandle, where white ssbdengo except as

tourists researcherglispensers of charity or to fetch and drop off manual labaurdrat,

after all, is therdor them? (I will discuss this in more detail in the next section).

Inside the hall, the everyday routines | experienced had curiously little to do with the
exhibits and subject matter of the museum itself. Much of the work | withessed (incidentally,
sina this was not what | was there to study) had to do with planning and attending
community events. The hall was used by a community theatre group, there were regular
events for school children and youth, and the museum itself hosted exhibition launches and
commemorative events on national holidays and other days of interest. When something big
was happening, most of the staff congregated in the kitchen to help preparéhe@dwas a
steady trickle of people coming to use the photocopy faciltjiesips & foreign students
passed through on their own seasonal migratemd very occasionally a tour group came to
visit the hostel. Daily activities clustered around the kitchen, the reception desk and the
oversized sofa in the corner where much of our digttaytelling work happened. This was

the setting for the workshops.

My own positionality

AKnowl edge tobviewlessicegssay® JeromerBtuner, so where was | in all of

t hi s &kEnrgldhspeaking South African, classified white under apadth@ho came of

age in its dyinglays,in the deep madness of the late 1980s and early 1990s. At that time,
when there was a clear enemy, | positioned myself dutifully on what appeared to be the right
side of history: | joined the artipartheid National Uaon of South African Students and the

End Conscription Campaign and took part in many, many hours of committee meetings,
workshops about neracialism and march planning meetings. We were all deeply earnest.

On the day the ANC was unbanned in 1990, | was ineeting of the Grahamstown Cultural
Workers Committee when | was called out to take a phone call from a friend in Johannesburg
telling me the news. My comrades (we all used the word quite unselfconsciously by then)

scoffed when | told them; we all thglat at first it was a practical joke.

109JeromeBr uner , fAThe Naornr aotfi CRteaChguitysys, n T (1991)2.
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Two decades later, there was a growing feeling that South Africa had failed to come to
terms with the legacies of apartheid and with race in particular. In 2010 philosopher

Samantha Vice suggested shame as an apppn@al stance for white South Africans:

There is nothing about oneds particular
special treatment and that ease of moving about the world that comes

with being white. When one discovers that one is, after all, such a

personhowever unavoidably, and insofar as one is morally aware and

rational, one can only feel shame.

Acknowledging that this shame is inescapébileat we cannot change history or our position
in itd she asks what it takes to live appropriately with this shan@suggests that we

consider innedirected action to be just as valuable as ediercted political action:

To be morally successful, a certain restraint on our parts is required,

which | now suggest we think about in t
So,recognizing their damaging presence, whites would try, in a
significantly different way to the normal workings of whiteliness, to
make themselves invisible and unheard, concentrating rather on those
damaged selvesé One woul slpodsible;e a
refraining from airing oneds Vvie
realm, realizing that it 1is not
that blacks must be left to remake the country in their own way. Whites
have too long had fluence and a public voice; now they should in
humility step back from expressing their thoughts or managing athers.

S qui e
w o0 t
one

O S C

n

t
h
S p

This suggestion was widely rejected as-aetnocratic, as reifyingpartheid raciatategories
and even as patronising to black Southidsinsii2 My own first reaction was deep

discomfort at the idea that | should actively choose a form of silence that | was already
beginning to feel was being imposed upon hsensed that any kind of public speech | might
utter would be read only throudihe narrow lens of my whiteness. Yet | have come
increasingly to believe that Vice may have been riGhten our history it is exceedingly
difficult for white South Africans, certainly of my generation, to take any kind of public

political platform withait re-enacting relations of dominance. The silence that follows is

110Samanth&¥ i ce, fiHow Do | L i v $ournalnof Sbdial Philossphyl,ano. § @01®:I ace ? 0
329.

111Vi ce, AHow do I Iive in this strange place?0, 335

112See for exampl e Risks,mMakimg Responsbility: On Whiten&ss and Full Citizenship
under the South African Constitution. o0 Constitution
https://constitutionallyspeaking.co.za/piedevostakingrisks-taking-responsibilityon-whitenessandfull -
citizenshipunderthe-southafricanconstitution and al so Desn® MalsveieThati Sout h A
Strange Place, 0 African Argument s, 2-QfickhowiHivet ps: / / af
in-thatstrangeplaceby-desnema s i e/ . For a supportive reading, see [
Wh i t e Mail& Suaddian, July 1, 2011. https://mg.co.za/article/200Z-01-confrontingwhiteness.
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complex, containing not just humility but also despair, resignation and a certain grief that the
original sin of apartheid can never be redeemed; there is no innocence to be had. In
converstions with friends and acquaintances in the years that followédpoke of feeling
that we were in a sense orphans of coloni ald]
project The descendants of settlers, we were novgettled and deeply anxiswabout where
we belonged.

This sense of displacement reached a peak in 2015 and 2016, with the upheavals of the
#RhodesMustFall and #FeesMustFall student protests. | submitted my initial application as
the first wave of FeesMustFalprotests hit South Aican campuses in late 2015. The

position of white people was made uncompromisingly clear:

We support the White Privilege Project and encourage white students to

engage with that. They can contribute through conscientising their own

community oncampus. We also welcome their participation in radical

action as a sign of solidarity, so long as that participation takes place on

our termsii4
As my research unfolded, so did the trajectory of this new protest movement, which wanted
little to do with its predecessatss It was a final blow to any sense my generation still clung
to that we were on the right side of history. We had known Nelson Mandela, for example, as
a political prisoner and freedom fighter before we knew him as president and politiogan
new generation of studentsy contrasthad only ever known him as an old man who
appeared to be at the mercy of corporate interests. The Mandela we had hailed as a hero was
branded a selbut. The language of nenacialism, a staple of the ANC thrgiu the 1980s and
1990s, had gradually disappeared through the first decade tofehsrfirst century; now it
was supplanted by a deeply racialised and highly emotive public discourse. At a symposium

on storytelling hosted by the District Six Museum i1 20l sat at the back of the hall in

1131 owe a particular debt to Daniela Gachago, who has never ceased to challenge me. See Daniela Gachago,
fiLessons on Humility: White WoReminidnsandRrdecsectohalitAn | yshi p
Academiaed Stephanie Anne Shelton, Jill Ewikdynn, and Tanetha Jamay Grosland,i¥3l Palgrave
Macmillan, 2018.

114Rhodes Must Fall, AUCT Rhodd&leJdiansesburg§ Saloh VolMmedNgné on St a
ed. Rhodes Must Fall (The Johannesburg Workshop in Theory and Criticism, 2015), 6.
www.jwtc.org.zalresources/docs/satenlume9/FINAL_FINAL_Vol9_ Book.pdf.

115For wusef ul overvi eiwEndeef Si BOpendd2l3vikn.oNamEed(20]16).

https://overland.org.au/previoissues/issu@23/featuresisonkems i ma n g ; a mddon theDeatht d o w
of Compr omi s e Africaissacauntrly20¥6f httpis:£africagacountry.com/2016/10/shutdown
onthe-deathof-compromisen-southa f r i ca. See al so Eve Fairbanks, fWhy

Turned on Their oaGuardidnNodemBee IBEX1A t i on .
https://www.theguardian.com/news/2015/nov/18/veloyithafricanstudentshaveturnedon-their-parents
generation.
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silence with a friend as a gr ouphadfotbgenot est o
on the receiving end of that chant befdfeom that position, | discoveredjstmuch harder
to explainthe sloganawag s a n  aebpsnsea tatlethistdrical question of
colonialismbizeor only applying to white peoplte who \
felt very clear that Ato cal |l lawdlaintteeanpeopl e O
kind of South Africamn e s1s . 0
| came into digital storytelling, and into this research project, believing that | was both
committed to the project afecentering power, and skilful at doing so. | did not believe | had
any significant blind spots. What the fallist movement did, with all its associated
conversations about privilege and complicity, was to cast me into deep doubt not only about
my own godl faith, but about how much any of my intentions and actions mattered. Initial
exhilaratont hat South Africads stagnant politics n
apathy, despair, and conviction of my own irrelevance. As a member of the genewdtion th
had supposedly been in charge since 1994, | experienced the deeply uncomfortable
realisation that | was, from the perspective of some in the new generation, one of the bad
guys. |l felt simultaneously #@Ain thebkettanr ongo a
Unknown to me at the time, performance artist Tossie van Tonder undertook a once

off, unadvertised performance in Lwandle in late 2016, grappling with the same issues:

South Africa felt like it was slamming down and building a city a day.

Politics was becoming very complex, tight, illuminating, perplexing,
dangerous, healing. Students protested
| went to a play reading of young dramatists with a plot depicting the

new leader in her hubristic plan to execute theng white woman as
sacrifice for all blood already | et in

There is an unspeakable cry, unposturable stance, an impressible guilt to

be had by White people for being the reason that everything is wrong, a
factthatcannotberefidee It i s not i maginable for m
some degree of mental stability and purpose with all these streams of

embattlements through my being.

6Bl ack First Land First, AiBLF Just Defeated Dr Makhos
https://blf.org.za/tag/onsettler/.

mw7Di ctionary of Sout h Ahftps:i/dsee.no.z&entgylsattlerteQ6398 . v. fAsettl er o

usGrantFar red, fABul | eR@lriotoifc Sedft | @ff fse n sTé alVhitendshAk New Sout
Critical Reader edited by Mike Hill(New York University Presd,997), 72.

119Hindsight points at this and laughs.

120Tossi e Van Tonder, fdALwandle, o0 2016.
http://www.theimageofyourperfection.ca/archive/index2.php?p=42.
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Figure 2.6: Tossie van Tonder performs at Lwandle. Rietoy Guy de Lancey.

This is relevant because, when | travelled the N2 to Lwandle to facilitate digital storytelling
workshops, it all travelled with me. Sharing stories, especially across the divides of age, race,
class, location and language that sefgafane from my careators in Lwandle, is a whele

person activityencompassing mind, body, emotions and.dbwine of the goals is to forge

human connections, then one succeeds only to the extent that one shows up, baggage and all.
At the same time, thgtories | intended to highlight were not my awmy role was to

facilitate the stories of others. This is one of the balancing acts one must attempt in
facilitation: to bring oneds whole self to
centre of attentiomz1 So while my personal story rarely surfaced explicitly during the
workshops, it nevertheless shaped many of my actions and thus, very likely, the stories that
were produced. | cannot claim that | was always conscious of this shapiGgjian Rose

points out, complete selkinowledge is not possible and so there are limits to the illuminating

power of the selfeflexive gaza22Nevertheless, as an actor in this drama/network rather

121 Whether this is actually a good idea or not is a question that | am only beginning to ask at the end of the
project.

122Gillian Rose Visual Methodologies: An Introduction to the Interpretation of Visual Met(BASE
Publicatims, 200}, 131.
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than any kind of wannakenpartial observer, its ugful to bear in mind what | brought with

me into the space of Lwandle.

Homelessness

fWhere are you from? Aphi amaXhosa akbhbfever know how to
answer that questians

One more element of my own life story turns out to be releli&atPhululaSidlayi, | am

never quite sure how to answer the quedtiovh e r e frm?ed have lived in Cape

Town since 1992, with a couple of years away
anywhere, iis the succession of mining towns across what are now thimpes of

Gauteng, Free State, North West and the Northern Cape where | spent my childhood and

adol escence. The <conceptodandthefsdme goesdfortheor me i s
Lwandle residents who patrticipated in my workshdjsthe work unfolded, s@¢ did

themes of movement, rootedness, home and family that mirrored, highlighted or contrasted
with my own history in sometimes surprising
central concern for all of us, as it is a central concern for the muséuat turned out to

shape our stories in ways | did not anticipate.

It is perhaps no coincidence that digital storytelling itself is troubled by a certain
homelessness (although it is far from rootless). Digital storytelling is both method and
practiceAsa met hod, within the university it belo
a practice, it doesndt easily belong anywher
engagement or alternative to conventional essays and research projects is oftatedssoci
with an institutional base in a centre for teaching and learning, or for digital pedagogy, or e
learning. But this is far from being its only application, and so one of the persistent features
in my experience of digital storytelling has been that ithusually difficult to talk about: one
spends at least as much time explaining what it is not as describing what it is. The next
section takes this problem of being hard to talk about as the starting point for an exploration
of digital mplexandunsihlelrdots, gobrectians, commitments and

trajectories.

123PhululaSidlayi, AmaXhosa AnDigital story, 2018.
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Why is it so hard to talk about digital storytelling?
At i1ts broadest fAdigital storytellingodo encon
tools: filmmaking, virtual reality pragmming and the building of game worlds, variously
ambitious kinds of multimedia reportage and
Instagram feeds, all the way through literacy apps for primary school learners.
Within this scrappy universe rteghe very specific kind of workshdyased digital
storytelling | outlined in the introduction, which is associated with the global community of
practice loosely based on the work of StoryCenter. | suggested that this affiliation is part of
the definitionof the kind of digital storytelling | am talking about; another part is the
workshop process itself. Talking about digital storytelling via this community of practice has
the advantage of directing attention not to methods or outputs, but to a setrbfingde
principles which more or less unites its practitioners and which might be one candidate for
the Aheart and centreo | menti gmtbede above. Bo

organising principles might be expressed as a set of commitments to:

1. The walue and significance of the life stories, and by extension the lives and life
experiences, of fAordinaryo people. (The
Pessoa/ Museum of the Person put it this
because all people matteps)

Listening as a creative act.

3. Allowing stories to emerge as they need to, without imposing particular formulas,
structures or styles.

4. Respecting the storytelling expertise of
Acrepatofvessi onal so.

5. The ability of humans to appropriate and make creative use of available digital

media technology even whenstinadequate, poorly designed or in constant flux.

For those who are not part of this community of practice, who inhabit etlcrs of the
universe of stories and ways to tell stories, these principles may be irrelevant, and in some

cases appear antitheticalfigoo storytelling. In the following sections | will discuss the

124JoeL ambert, fAWhere It All Started: Thedartegand er f or Di
McWilliam, Story Circle 79-90.
125Car ol Mi sorel | i and Kaerse na nWo r Mumsaenu, msfi: P eMbupsl eeu, [Bat oRe s s

Presentation at International Digital Storytelling Festival, Cape Peninsula University of Technology, 2016.
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ways in which digital storytelling overlaps with niotedia storytelling, visual and

participatory research methods, and educational technology, to identify the boundary zones
more clearly. First, however, because valuing the lives and stories of stories of ordinary
people is so foundational to digital sttelling, | take a brief digression to address some of

the complexities of the word Aordinaryo.

A digression on the ordinary

Often | become attached to certain simple wérdgy, song, half,

pocket, dead, ceiling, house, silence, wound, dighibrds that chlittle

attention to themselves, that have nothing antique about them, but that

seem to trail a thousand centuries of stories behind them, arriving in a

great dust cloud of possibilitiass
Talking about the ordinary, the everyday, the commonplace gttmaoular, and the amateur
in Englishis troublesomeThese are words that trail not so much a dust cloud of possibilities
as a wagonload of value judgements. In English, to be an amateur is not just to do something
for the love of it, without expectatiomf monet ary reward, but t o be
This is not a universal association. In French, for example, which shares the same Latin
source worcamatoror lover, the pejorative meaning is less important than connotations of
being an enthusiast, a connoisseuroraf@@onver sely, fAdAprofessional
not just to do oneds work for remuneration b
assocaation between ability and monetary reward goes deep.

Similarly, Acommonplaced suggests that whi
attentionzsHowever , it al s®&andibisitawardsrceammdnalilymmo n o
community and shared experience that | vissHirect attention. The digital stories made for
this project are for the most part about experiences which are very ordinary, shared by
millions of South Africans if not by billions around the world. | want, however, to resist the

tendency to assume tithis makes them mediocre, shallow, banal or uninteresting.

126Gr egory Cowles, AStray QuleesNew York EBimeblavember K3¢2009n Br oc k me
https://artsbeat.blogs.nytimes.com/2009/11/13/st@gstionsfor-kevin-brockmeier/.

127 Oxford Dictionary of English, Apple native version Version 2.3.0 (203.16.12).

128See e.g. https://www.collinsdictionary.com/dictionary/freseciglish/anateur;
https://dictionary.cambridge.org/dictionary/frerehglish/amateur; https://www.linguee.com/english
french. | am grateful to my friend Jeremy Meyer for first pointing this out to me.

129 | f t hreesper esseelnft ati ons are,bythandtbe, i mptdcaargpnpes,]
interchangeable, and it does not matter which are looked at in detail; yet a sustained analysis highlights how
these selfepresentations are each uniguels o t r oubl es t he c BNaneyghaminm,zat i on 06«
i Ex pl o r-Repreggenttmhsfin Wales and London: Tensions in thedT extlartley and McWilliam,
Story Circle 216.
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On the other hand, there is a celebratory invocation of ordinadiraften, as Nancy
Thumim points out, in direct reaction to the pejoradiwehich values people and their
experiencéedsecaprsec ithelyy haviefi @Orecdinnanay @i thlaen skee
euphemism for Apooro or Aworking classo or i
repr esent a tidihis teraléntyewdiohrhaseirsdérlain much South African (and
global) work in ®cial history, can amount to a naive romanticism, which | want equally to
resist. | am no more, and no less, ordinary that the people whose stories | went to Lwandle to
hear.

Thumim also flags the danger that using 0fc
to a denial of difference. This would be the case if, for example, | were to ignore the many
ways in which South African life histories are shaped by race, class, gender, location, access
to resources, and so on, and imagine that the ambivalences abwt Bhare with some of
my participants could somehow overcome or erase the other differences between us. At this
point in South Africads hi st o+dgceptiontoachievé d t ak
and maintain this belief, but such effortsttipped so perhaps it is worth noting explicitly
what might otherwise be taken for granted, that | am not making such an attempt.

| am aware that by invoking what is common and ordinary | am inviting the trailing
company of centuries of judgements about séhlives, actions and experiences matter, and
why they matterl am also awaréhat my readers may occasionally find themselves tripped
up either by their own internalised versions of these judgements, or (more likely) by
objections to these judgements dnds to my characterisation of any experience as ordinary.
| am flagging the possibility here because the links between ordinary/extraordinary,
boring/interesting and amateur/professional turn up several times in the next section; it is not

the last timet will come up.

Digital storytelling as multimedia storytelling

As noted above, multimedia storytelling is a broad field that spans everything from narrative
computer games and Disney films to emerging forms of citizen journalism. What, then, is the
difference between all these forms of storytelling and the digital storytelling | am talking

about?

130Nancy Thumi m, -ReMe distne dt $@Infs :CdrOmMWn intRetgrai@@ olph e 6 i n
Communities: Theory, Culturend Political Practice of the Communald Stefan Herbrechter and Michael
Higgins (Amsterdam: Rodopi BV, 2006263.

131 Nicky RousseaujPopular history in South Africainthe 1980; t he pol i t 1994MAof pr oduct
thesiscited in Minkley, Rassooland/i t z, A Or al Hi story in South Africao
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One early distinction to make is between fictional and-iniional storytelling. The
boundary between them is of course fuzzye know that all stories are mstructed The
construction process renders Fastional stories open to questions about truth, accuracy and
authenticity and these questioget more significant abe claims to truth, accuracy and
authenticitypecomestronger. But to start with, a conon-sense distinction is perhaps good
enough: some kinds of multimedia storytelling explicitly claim to be fictional, and we are not
concerned with those: If we narrowthe field to multimedia storytelling which claims or
intends to be norfictional, thenthe two largest plots in that field are journalism and

documentary filmmaking.

Digital storytelling and journalism

In drawing the line between digital storytelling godrnalism, perhaps the most useful tool

is the concept of @ newsnewsisbne sfthe coegkillsofithen g n e w
journalist, one which many journalists internalise to the extent that it feels like instinct.
Scholarly studies of newsdhlight characteristics like conflict, sensation, relevance,
unusualness, importance and timelines$n general, what distinguishes a news story from
any-old-story is a sense of extmdinariness: either something out of the ordinary must
happen, whether good or bad (disasters, conflicts, murders, lottery wins, exceptional
achievements, men biting dogs)it must happen to people who are considered out of the
ordinary (politicians, celebrities, sports stars, billionaires, warlords, dictators, criminals, those
who are already known, those very different from the imagined audience) or both. The more
it diverges from the everyday, the more newsworthy an event is. It also helps to be an event,
rather than an unfolding procésghe more clearly a thing happening in the world is
boundaried in time and space, the more easily it can be packaged as news. News
organisations will also favour stories to which they can lay some exclusive claim, and stories
which arerelatively easy and cheap to cover, likese arising fronpress conferences, court

cases, speeches, summits and conventians.

132For examples of Adigital storytellingo which fall s
Carolyn HandleMiller, Di gi t al Storytelling: BEter@inreealFoocal Fress, Gui de t
2004 andshilo T.McClean,Digital Storytelling: The Narrative Power of Visual Effects in F{lhl T
Press, 2007).

133TonyHar cup and DieWhatr el O6Mewd?: News JMaralisreaStudee vi si t ed
18, no. 122017): 147088.

134Herbert JGansDeci di ng What s News: A Study of CBS Evening
Time 25th annived (Evanston, lllinois: Northwestern University Press, 2004
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The traditional ethical camitments of journalism include accuracy, impartiality and
concern for the wellbeing of sources and subjects, although this is often subordinate to the
perceived importance of the story. The-b&ed Poynter Institute, for example, summarises
itsguidingp i nci pl es as: fASeek truth and report it
i ndependent | y issMire redently teee hdveabean maoves to develop an
expanded ethics that considers issues of power, colonialism and neocolonialism and a
sensitivityto cutural differenceiss but the extent to which these have found purchase in
actual newsrooms is unclear.

From the perspectives of news and ethical journalism, digital stories are suspect.
Indeed, from the perspective of news digital stories are oftenora@ssat all: an unknown
personb6és account of undergoing a common expe
person and their community), but it is seldom newsworthy. If a digital story ever did relate
something newsworthy, it still could not stand tsndwrd or at any rate, not without
straying into grey areas of journalistic etl@cwithout some independent verification of the
facts Single-source stories are acceptaagejournalismmonly when the source is
Aaut honst t ati veo

Paradoxically, as Thumim pds out, it is in distinguishing itself from journalism that
digital storytelling |l ocates its own <c¢cl ai ms
are offered as trustworthy precisélgcausée hey do not cl.asWheret o be ob
journalismattempts to offer a panoptic, exterior view of a story, digital storytelling tends to
claim an insideroés perspective. When a works
someone else, for example, facilitators are taught to guide them to a perssioal with
guestions | ike Awhat makes this story your s

experience has changed onebés own | ife, not t

135The Poynter I nstitute. 6 208. httisEwiwipoyster.org/chanmeks/stlice d Dec e
see Swlcsicety of Professional Journalists. 2014. ASPJ
https://lwww.spj.org/ethicscode.asp.

136See for examplStephen JAWWar d, A Gl obal GoharMediaJousmad Ganatian Editiono
1,n0.1(2008):1349, and Her man Wasserman, fATowards A Gl obal
Narratives: Sout hedowarnalsi BtudeE mo.B R01%):/eBO3. i ves . 0O

137Clive McKeef,i The Essent S8alsciomgReuHandbook of Journali sm,
http://handbook.reuters.com s ee al so Al an Rusbridger, fAThe Guardi a
J o ur n @heiGsardganJanuary 30, 2004.

138Nancy Thuiiempr e ®amltfati on i n Mus e Cnticat DisdobreerStadiey, or De mc
no. 4 (2010)294.

55



Digital stories as documentary

Multimedia journalismthen,is not the kind of digitestorytelling we are talking about.
Perhaps digital stories are closer to documentary film; but the relationship between digital
story and documentary is troubled in some interesting ways, which perhaps help to explain
why digital stories are rarely clagd as documentary, and rarely screened at documentary
film festivals 139

The documentary theorist Bill Nichols proposes two ways of classifying documentary:
according tahenonfiction models it borrows from other media, and according to the
cinematic mods it employs4o Many documentary films, for example, borrow from the
journalistic traditions of the investigation and the exp@ikers advocate or argue for a
cause, or present a history. Documentaries may be travelogues, ethnographies, essays or
testinonials and many borrow from more than one of thesefition models.

Then there are multiple cinematic modes that documentary may employ: voiceover
driven exposition is the mode of many wildlife documentaries, while investigations and
exposeés often engy the modes of fyon-the-wall observation or participation (through
interview or provocation, for example). Poetic, reflexive and performative modes may also be
used, in all of which the voice or perspective of the flmmaker may be foregrounded.

UsingNi chol sé cl assifications, digital stor
documentary. They are related to or borrow from the models of the testimonial, the first
person essay, the journal and the autobiographgir cinematic modesneanwhile are

primarily expository the voiceover is an essential elendernd poetic.

Crucially, digital stories, in common wit!@

in ways that lay claim to some kind of truthfuln@dsowever fragmented, unstabéand

pointof-vi ewf ul that truth may be. I n Patricia
Viewers expect not to be tricked and lied to. We expect to be told things
about the real world, things that are true. We do not demand that these
things be portrayed gdctively, and they do not have to be the complete
139The work of filmmaker and digital storyteller Darcy Alexandra is one notable exception, but it is an
exception. One initially promising searchimreveal ed
Festival which turned out to be treating it as an
a |light on ways innovative mar ket er slanees @operever agi n

iSundanceds Fiirsmg OogfieaeénSeoblyodowt & s AdwveeklamuanBe st i n
19, 2016. https://www.adweek.com/bramérketing/sundancedgst-digital-storytellingconference
showcasedestbrandvideos169028/.

1408Bill Nichols,Introduction to Documentarynd ed (Indiana University Press, 20110
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truthé But we do expect that a document a
representation of somabodyds experience

Digital stories share this claim or intention not to be deliberately untratt#tiough, as
Ana Luisa Sanchez aws points out, the careful Rattent
maker and public in relation to truth or realism claims present in the final product that is so
important in discussions about documentary filmmaking igowidbi42in definitions of
digital storytelling. Sanchekaws asks why the truth claims of amateurs should not be
subject to the same scrutiny as those of professionals, and notes that digital stories, like
autobiographical documentaries, call attentmntt he fAuncertainties and
are always present in accounts of the self.

The answer lies, | suggest, in $@aleof the truth claims being made in digital stories,
in the nature and size of the audience being addremsegerhaps in theulnerability of the
storytellers. If the truth being claimed is entirely personal, and if the audience being
addressed is limited to other participants in a workshop, to a family or to a local
communityd if there is no broader public being addressdigen gerhaps a less rigorous
standard of evidence is justified. Nevertheless, there is something useful being flagged here: a
local audience is still an audience, and the content of a digital story may affect members of
that audience in unpredictable ways. Tikianother reason digital story facilitators tend to
encourage workshop participants to stick to the personal (this will be discussed in more detail
in the chapter on elicitation).

This points to something unusual in the relationship of digital stori@gdience,
which | argue is one of the main ways digital stories are distinct from other kinds of
documentary. The other is their approach to the visual. Both are related to the status of the
digital storyteller as a onegff or at most occasional filmmakewxhat is extreordinary about
digital stories is often not their subject matter, but their makers and the fact of their being
made at alllt is the event of production itsélfthe short, intensive smairoup workshof
that is extreordinary.

To deal first with audience: as noted above, many digital stories will never be seen
beyond the confines of the workshop and perhaps a local screening. This follows from one of

the core promises the process makes to its participants, which is thatahes ate, and

141 Patricia AufderheideDocumentary Film: A Very Short Introductioviol. 1 ( New York: Oxford University

Press, 200/ 3. Seealshi nda Wil liams, AMirrors without Memories
D o ¢ u me rFimaQuarterty46, no. 3 (1993):1@21.
142 Ana Luisa Sanchez a ws , fADi gi t al Storytell i ngSemirarNeth Emer gi ng

International Journal of Media, Techtogy & Lifelong Learnings, no. 3 (2010)361.
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remain, their ownand that they are the final decision makers about whether and how to share
those stories. As a result many tellers decidestrictthe distribution of their storiefhus
limiting the scope of their potential publics.

It may be useful at this point to distingl
Aaudi enced. A single person can co+fiosohei tute a
theatre performances have shawsbut a single person cannot be a public. el Warner
di stingui shes t lmafieset lseernes eiss offt Me ud b Icioc 6, or
Akind of social totalityodo that includes ever
Then there are limited publics, like theatreldue nces, fAbounded by the ¢
physical spacebo. Fendecpubligs that aré beought inlorb@ngénd e o p en
sustained fAonly in relation to texts and the
cannot be created lgjngle textsRathera publ i ¢ must exi st as fian
encounter for discourseo (fandoms would seen
it is possible to be part of a t eautiénsel publ i c
have not watche@ame of Thronedor example, but | have seen memes, read articles and
participated in conversations about it, and | am familiar with key characters and plot
moments, so | am part of its public.

Digital stories have audienaedut, | would argue, they do not necessarily have
publics in Warnerods third sense, because in
outside a small circle of family and friends. In these cakese is no question of the kind of
ongoing circulation ashintertextual discourse that are constitutive of this kind of public.

This is not univers@ many digital storytelling projects around the world go to
considerable lengths to ensure that the results are seen as widely as possible, and external
funders ardikely to expect that the stories they fund will be available for use or distribution.

This is especially true of stories that are linked to advocacy projects or that claim to be in

some way fAgiving voiceo. Il n t hethdd &,explicblyr e x amn
activist mission to use personal stories (including those of doctors, nurses and family
members as wel | as patients) to change the N

experiences fir mly umaThe digtaletoriesepeoduted m Patignte al t hc ar

143See for example DEURnis/Uzwalo, performed atMla¢gionalAr t s Fest i val in 2019. ATh
Actor, One Audience Member at a Time.o0o National Art
https://www.nationalartsfestival.co.za/ftiteatre/deurnimaf2019/.

1l44MichaelWar ner , A Publ i c s Public Qulituted4y m.tl £O0R)LABOD.i c s . O

145Pi p Hardy and Tony Sumner, AAbout Patient Voices. 0
https://www.patientvoices.org.uk/whee-are/aboupatientvoices.
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Voices are used as educational materials in virtual learning environments, lecture theatres and
conferences, as well as being circulated within the governance structures of th&sNHS.
Undocumented in IrelandndLiving in Direct Provision two collections of refugee stories
produced in workshops by Darcy Alexandra, were shown to lawmakers and public forums on
asylum policy and migrant rights, as well as at film festivalén South Africa, the NGO
Sonke Gender Justice pantee with StoryCenter to produce digital stories that were used in
training and advocacy programmes around HIV/Aids and gdvakad violencess In these
and similar projects, the question of who is listening to the voices that are raised is
importantiaslf, as Warner suggests, a text HfAmust con
have a publigsothen the publics of such projects are fragile, unknowable and unpredictable.
My citing of these projects here means | am part of a public in which they faf,
continue to circulate; but it is a public concerned with digital storytelling, not with health care
or migrant rights oadvocacy To what extent this public resembles those that were originally
imagined is an open question.

Nevertheless, the facemains that screening beyond the small and evanescent group of
the workshop itself is not a primary objective of every digital storytelling proEess the
perspective of a documentary filmmaker, this is nonsensical. The first questions filmmakers
askabout digital stories are remarkably consi
the audience?0 What, they are asking, is the
seen? Such a thing would be a stillbirth, a failure.

There are two thinggoing on here. First, to make a film typically requires a substantial
investment of time, efforand moneyThe returns on that investment come in the form of

recognition and, when things go very well indeed, a return flow of money. The digital

146 See Pip Hardy and Tony Sumnéyltivating Compassion: How Digital Storytelling Is Trémsning
Healthcare 2nd ed (Palgrave McMillan, 2018.
147Darcy Al exandr a, AUndocumented in Ireland: Qur Stor
https://www.darcyalexandra.com/practice/undocumeiédctlandourrs t or i es/ and #ALi ving i
Pr ovi si o nhttps9/wwivtdarayalegamdradcom/practice/livimgdirectprovision9-stories/ See
alsoDarcy Alexandraif Reconceptual i sing Digital Storyt&éalling: T
Digital Storytelling: Form and Contepéd.Mark Dunford and Tricia Jenkir®algrave Macmillan UK,
2017, 167 82
148Sonke Gender Justice NetwoResponding to Violence and HIV/AIDS: Digital Stories from Southern
Africa Facilitation Guide n.d. httpg/genderjustice.org.za/publication/digistbriessoutherrafrica/ and
Silence Speaks, and Sonke Gender -SilansaSpaaks Dititalt wor k. i
Storytelling Project: Using Narrative and Participatory Media to Explore the bietegeen Gender,
Vi ol ence and HIV and AI DS in Sout h-stadies/sonke., 0 n. d. ht
149See for example Nickouldry, fiRet hi nki ng t @oetindam2B mot4i2609): 5dB2; Voi ce. 0

TanyaDreher A A Parti al: PDiogni ts@&l o$%t &/roytcel | i nvpdaand t he Linm
International Australial42 (2012): 1516 6 ; and Al exandra, fAAre We Listenir
150War ner, #fAPublics and Counterpublics, 0 68.
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storyteling workshop, compressed as it is into the space of a few days and frequently offered
at no cost to participants, lowers the stakes: with less invested, there is less need to reap an
external rewards1

Secondy, there is an assumption about what makesry snatter. There is something
very Newtonian in this idea of matterintg:matteris to have substance, gravity, impact,
momentum, weight, real existence. The bigger the impact (the louder the bang?), the more it
matters.The size of the audientleusbecomes a mark of importance, or significahead if
the audience is very small, then the story cannot matter at all.

What makes these concerns about audience slightly beside the point for digital
storytelling is its quasiherapeutic or seléxpress/e character. It is not that a digital story
doesndét need an audience at all: just that t
perspective of documentary, peculiar. The mo
St o rilistening and witnessing @aressential acts of recognition. A digital story composed
in isolation and never witnessed by another human being would be as tragically stillborn a
creature as the neveratched film. This is why there is always a group screening at the end
of the workshg: the story circle must be closed, the products must be shared.

There is, as Thumim points owb a tension between this therapeutic or-selbressive
aspect of digital storytelling and a mareertly political version of selfepresentation as
participation in democratic process. This is particularly the case wherepefisentation is
invited by public or publicly funded institutions, which sharpens concerns about who may be
listening.

But very often a digital storyteller has no particular externdlence in mind, and
perhaps not even an intent to share their story beyond the confines of the workshop group. It
may be the case that the making of the story, the creative working through of an experience in
a witnessed space, is its own reward. If megimaking by the storyteller in relation to their
peers in the workshop is whaistall about, then that goal can be achieved regardless of the
size of the final audience. The process of witnessing and being witnessed is something quite
different from wtat goes on in public discourde am dr awi ng here on Kel |

of witnessing both in the judicial sense of eyewitness testimony and the religious sense of

151AA major obstacle to making films that look for the extraordinary in the ordinary has been corporate
televisionbdés unwillingness to alduoless ofecaurke, largepr essi ng
vi ewi ng f i gu Miehad RabigerDiaestiaguthre ®atunentarfFocal Press, 200494.

152Nancy ThudRiempr e ®mltfati oni3i0d ; Mi Me dRiresptreeds2edetlaft i ons o0; a
f6Everyone Has a Storyetpa eBelnlt@:t i Med ii aintéfratonatUrKd | Sieslt fi
Journd of Cultural Studied 2 no.6 (2009): 61738.
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bearing witness fito somet hi ngaslinkeeyentpyd recogni
relational and responsableiss
Apart from this relationship to audience, the second thing distinguishing digital stories
from other documentaries is their relationship to the visual. Digital stories rely heavily, and
often exclusively, on still imagéson photogaphs or other images brought from home or
made in workshops. This reflects not only ¢th
and especially in places like Lwandle, contain very few moving imagéesit also the
constraints of the workshop form&Yorking with video is technically and creatively more
demanding than working with stills, andstoften not feasible to tackle it in a short
workshop. Of course the use of stills in documentary is widespread, so this alone is not
enough to draw a line beeen digital stories and other forms of documentary. What really
makes the difference is that most digital stories have, by the standards of documentary,
horrible production values. This is a consequence of, again, the short workshop format and
the low vsual and technical skills that most participants start with. The workshop facilitator
may seek to help each participant push the limits of what is creatively possible within these
constraintsssd but the limits are there. So it is possible, if one ignoregpticess of
production, to see a digital story as nothing but a short autobiographical documentary with

low production value® and yet the process makes all the difference.

Digital stories as visual and participatory research method

Digital storytelling las been widely adopted in university settings, in part for its value
as a pedagogical tool (which will be discussed in the next section) and in part for its
usefulness as a research method, specifically within the categories of visual methods and
participaory methods.

The turn in the social sciences and humanities to the visual and the participatory (the
two terms are not clearly differentiated and often conflated) is motivated by two sets of

reasons. First, there is a belief that these methods genehatand unique qualitative data

153Kelly Oliver, Witnessing: Beyond Recognitifdniversity of Minnesota Press, 2001)-16.

154Video files take up a lot more data storage space than photographsso to build a video archive, people
need nobnly a camera capable of recording video but also the means to store it. My experience in Lwandle
suggests that the former is a lot more available than the later. This is one of the features of the materiality of
digital storytelling I will discuss at gager length in chapters 3 and 5.

155SeeAl exandra, fAReconceptualising Digital Storytellin
produced highkquality digital stories by using a combination of an extended workshop and enlisting
professional prodttion support.

156Luc Pauwel s, fAO0Partici pat or yGonsWuctiseuAasessrieatefe ar ch Revi s
Epi stemol ogi cal , Met hodol &tgnograpHyl6 morl ¢2015)o95lil7al Act i vi st
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(quantitative visual methods are rarely mentiasg@dSecond, as | have already flagged in
my introduction, there is an ethical concern that people who are being researched should in

some way benefit from the process:

Participatory work is not merely a way to gain entree into diffitmlt

access communés. Rather, the projects described here are rooted in an

egalitarian ethic where the research participants and communities are

first and foremost prioritised. Lying at the heart of much of this work are

process questions: What good is it? Who is it good And who

determines what good it is fas?
This good is often identified as some form o
methods tend to cluster in places where people are marked as marginalised, stigmatised or
relatively powerless compared the researcher: the elderly, the homeless, children,
immigrants and refugees, the mentally and physically ill or disabled, the poor, ethnic or
religious minorities and those | imfhsg AdAin co
comes with many ahe same dangers flagged in the discussion of ordinarinessdaliose
all too easy to bring in the kind of naive romanticism that has been characterised in popular
culture as fAsaviour complexo and mani fests a
less damaging for being watfitentionedso. The egalitarian intentions behind participatory
work are not always so easy to realise in practice.

The specific techniques that clusteruntherl ar ge umbr el |l a of fApart

from simply using photo@phs as the basis for interviews (photo elicitation or image
elicitation)is1 to involving research participants in the production, and sometimes discussion
and analysis, of their own visual material. Terms proliferate: photovoice, photo production,
photonowella, participatory video, participatory filmmaking, participatory learning and action,
participatory action research, cellphilm, body mapping, community mapping. Sometimes this
proliferation of terms sounds a distinctly proprietary note, as Pauwels emarki i t s e e ms

times that more effort has been expended in inventing new terms for existing practices, and

157GillanRos e, AONn t he Rel aRevmatbeh wdetnhdd/s 8 uand Cont empo
Sociological Reviev82 no. 1 (2014): 2446.

158A1 i ne Gubrium, Krista Harper, and PRddpatgry VBtahnez, Al n
and Digital Research in Actiori8.

159Adélede Jager Andrea Fogarty, Anna Tewson, Caroline Lenet
Storytelling in Res eBhe QualitativA Repo22 no.elin(@x17).@55Re vi e w. 0O

1601 have found the Buddhi st ¢ onc e pworkingthrdughdhese ideag. o mpas s
SeeMar ni e L. Froberg, fAManifestations of I diot Compa:

https://enlightenmentward.wordpress.com/2010/04/28/manifestaifeidgt-compassion/.
161SeeDougladiar per, fATal king about Pi cVWiswal 8tugdied7nodl (20 e f or |
13i26;and AlarRadl ey, #fAWhat P e oYdua Stuidie25w0.3t(2010P26&d2%. ur es . 0
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claiming ownership or superiority of quite similar practices, than in explaining what these
6newd or revised ti@chniques really involve. o
Many of hese techniques are also used widely among NGOs, often with a relatively
greater emphasis on catalysing some kind of empowerment or social change than on
generating research results. This concern with change is by no means absent in scholarly
work, howeveras evidenced perhaps by the volume of work questioning whether and how
any change is in fact achieved, and to what extent these attemp&svaress The
relationships between research, community mobilisation and governance are never tidy
Questions about what exacfiparticipatiord is, and what it is worthhave been current at
least since Sherry Arnstein proposed a hierarchy of participation rangmgnanipulation
and therapy through informing, consulting, and placation to partnership, delegated power and
citizen controhes Arnstein applied her ladder of participation specifically to governance, but
it works equally well for researciss
The queson of silence is always implicit in discussions of voice, usually with the
assumption that voice is preferable and will always be chosen if there is no power imposing
the silence. There is very little discussion of actively chosen silences, rejectfosalsrand
exclusiond al t hough Cornwal | notes that WAdédparticicrf
more and more active sadf x ¢ | uis suggasting that the promise of beneficial research
has failed to be realised. Often references to silence are ®plitpguised as difficulties or

obstacles to researaby Yet silences, as suggested in the introduction, can be assertive:

162Pauwel s, AParticipatory visual research revi

163See for example Wendyut t r el | and Richard Chal fen, #dLif
Visual Studie®5 no.3 (2010): 19200; Robin Evan#\gnew and MarilAn ne Rosember g, AfQuest
Phot ovoi ce Res e aQualitative H&dltlo Regseard®dno.8 @0H)0 1019 30; Arjun
Shankar, AAut-Makhhg: aAd( Gemagke) Crit Viguale of the Pho
Anthropology Review2 no. 2 (2016): 15%66; ClaudiaMitchell, Naydene de Lange and Relebohile
Mol et sane, AMe and My @efltorh ihéirsidegthrough €allghimsandt i ng Chan
Participatory Vi dedredad4dnoad (2B6)r4@#:A1L. Communi ty. o

164SherryAr nst ei n, A A L add e rJourfal ofGhe Amezicaminsiderot Placn@pm.4 i on . 0
(1969): 21624. See also Andreaor nwa l | AUnpacking 6Participationd N
Community Development Journ&8 no.3 (2008): 268B3.

165F oan example of a digital storytelling project that invites members of a community to express needs
without offering any mean® meet those needs, see JUligtltenkamp, André Siebrits, Carolynne Kies, and
Norina Braaf, ACommunity Digit alBritshdurnal oFEdurgtienct : Ge o
Society & Behavioural Sciend@eno.1 (2015): 507 0. By A r nissthisevoutd des participationeatrthe
level of informing, at best.

166Cor nwal |, fAiUnpacking OParticipationd Models, o 280.

167For exampl e: MAEstabl i s hi nsgttingsoften aharacterized byrsuspicioh and i n | o w
competition for resourcess a challenging tagk0  Skheoss $&fiotovoilieas a Practice of RRresentation
and Soci al Solidarity: Experiences from a Youth Emp
Papers on Social Representatid?®no.7 (2011): 20.
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consider the white silence suggested by Samantha Vice, the silenceressaiht when
speaking would be harmful, the silencesitggically deployed by therapists or salespeeple
to encourage the other to fill them, or the silence at the end of a story that refuses its audience
the emotional satisfaction of a contrived happy endéng
Finally, there is the silence of attentivedising, which is so central to digital
storytelling and which points to those silences which are created in a failure, not of speech
but of Ilistening. As Jacques Depelchin cauti
only to those who have refustallisten to the voices which have never ceased to speak

How to listen for what is not spoken is one of the core skills of facilitation.

Digital storytelling in education
As noted in the introduction and above, digital storytelling has been widghyeallas a
pedagogical tool in educational settings, from preschool all the way through to universities.
While a subset of educational digital storytelling applications refers to the StoryCenter
model, many do not. This is especially the case in schooleetf s, wher e Adigital
broadly defined is used in basic literacy education and as a way to engage learners with
subjectspecific contentNew apps and technical tools are constantly being creatéte
core StoryCenter elements of personatyd@ling and group process are absent.
In universities, where digital storytelling initiatives are often housed within or
supported by centres for educational technology, the literature reflects a wide range of both

contentbased and personal experieiti@sed storytelling, as well as overlaps between the

168Ashley Ramsden an8lue HollingsworthT he St oryt el |l er 6s Way: Sourcebook
(Hawthorn Press, 2013), 153.

169For a useful discussion of how such silences can play out in a digital storytelling workshop see Chloe
Brushwood Rose, fAResistance as Met hod: Unhappiness,
Digital St or y ineerdndtional douriebof QualitativepStudies in EducatBf) no. 7 (2019):
857 71.

170JacquePepelchinSilences in Afcan History(Mkuki Na Niota,2000), 12.

171See f or TrewvorMaonpdleey and Shell ey Aronstam, #fAAuthentic
Foundation Phase P&er vi ce Student Teachersd Learning Experie
Stories in ReaClasrooms BReading & Writing: Journal of the Reading Association of South Aftica.1
(2016): 110; ShengKuanCh un g, ADigital St oryt el The mtgrnatiomal | nt egr at
Journal of Arts Educatiod no. 1 (2006): 33%0; OliverDreon, Ricea r d M. Kerper, and Jon |
Storytelling: A Tool for Teachi MgdeSchdol Joersd2no. ng i n t
5(2011):410; Lesl ey Farmer, fiUsing TechnboddvRgwewdfor St ory
Chi | dutesatu@ and Librarianshifl0 no.2 (2004): 15%8; Fei Lu, Feng Tian, Yingying Jiang, Xiang
Cao, Wencan Luo, Guang Li, Xiaolong Zhang, Guozhong
and Collaborative Digital Storytelling Inspired by Cultural Hed g e Praceedings of the SIGCHI
Conference on Human Factors in Computing Systéles York: ACM Press, 2011), 19198; Franca
Garzotto, Paolo Paolini, and Amal i a Badedmsofthe, fl nt e
9th InternationalConference on Interaction Design and Child{&lew York: ACM Press: 2010856.
There are many more.
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two. At the level of skills and content, there is plenty of evidence that digital storytelling in
university learning spaces can increase student engagement, boost confidence, promote visual
and digital iteracy and effectively integrate technology into instructi©f more interest
for this study are digital storytelling interventions which cross into more subtle terrains of
self-expression, selfepresentation, critical reflection, conscientization laaitding
solidarity. Selfexpression and solidarity are entirely compatible in this context, despite
concerns that the setentering of personal experience might be too heavily flavoured with
American individualism7s Both are enabled through groupprece i n whi ch fAparti
storytellers recognise one another as peers as they move through a shared creative struggle
and cul minatiasng experienceo

At Lwandle, | built a temporary digital storytelling ecosystem beginning with myself,
the Museum and a diverse range of intersecting practices of media production and
participatory research. | found it useful to reflect on how what | was attempting wagkboth
and unlike any of these, particularly when it came to questions of voice, listening and silence.
| wanted to make a space within which to invite people to tell stories that would be
meaningful and beneficial to them, while at the same time beinglyaemtare that | could
guarantee neither, and that my own position and history of political and ethical commitments
made me vulnerable to precisely the kinds of naive, romantic or patronising engagements |
wished to avoid.

Before | could engage in the actual workshop process, however, | needed to complete
the ecosystem by populating it with people who had stories to offer, as well as with the
technologies they would need to work with and various kinds of supporting inttasé&u

This process of invitation and recruitment is the subject of the next chapter.

172For some examples from a university in Cape TowrDsegela Gachago, Eunice Ivala, Veronica Barnes,
Penny Gill, Joseline FeliMinnaar, Jolanda Morkeh nd Naz ma Vaj at , ATowards t he
Digital Storytelling Practices for Use in Resoufeeor Environments, across Disciplines and with Students
from Di ver s eSoBtaAfricam donrnahfdr $ligher Education (SAJHIB)no.3 (2014): 96182.
For wider examplessee Al&aa di k, ADi gi t al St or yt elhtdgratadgApproAch Me ani ng
for Engaged S Educhtonat Tedhmolagy Réseagh aind Developraémo. 4 (2008): 487
506 ; Bernard Robi n, ATher EUea lc Rrdcceaegingadf Sotletydfas of Di gi t a
Information Technology & Teacher Education International Conference, 22D Crawford, R Carlsen, K
McFerrin, J Price, D Weber, and D Willis (Chesapeake, VA: Association for the Advancement of
Computing in Eduation, 2006). 70016.

173/ A s -rgpeesentation has proliferated, it has become synonymous with the telling of personal experience,

sometime$ and thisiskeyt o t he exclusion of what is political a
RepresentatoninMue ums , 0 298.
174BrookeHe s sl er and Joe Lambert, AThreshold Concepts 1in

About St or ywor k .Daital Storytéllangnm Higher Bduocatior2&27. . ,
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3. Invitation

Ja, but nowé for me to get somet hing, I
come easily to me, even the simplest thing. You see, | have an

assignment to dona then my uncle bought me a laptop, because | don't

have the hardcopy of the book, | have it on soft copy. Now Pam, the

simplest thing, what i1is it, Adobe, it d
you see? I tdés just a s thsptHeelTguyhli ng, but
know. It doesn't want to work, but he took it to work today so that he can

fix it, hopefully..

In the environments in which digital storytelling evolved, some ecosystem elements are more
or less universally available and can be takemranted, so that they are scarcely ever
discussed. Questions like how to access a power supply are usually dealt with as mere
housekeeping details, like the announcements at the beginning of an event about where to
find the toilets and what the wifi paword is. | have not been able to find, in the discussions
of digital storytelling | have read so far, anything beyond brief acknowledgements that
Adigital storytelling has been mainly taken
modernity, vmer e el ectricity runs smoothly, comput e
have the competence to use themo

Yet in Lwandle, none of this was the casthese basic elements of the ecosystem
could either not be relied upon, were only partially presenteeded to be imported from
elsewhere. This means the digital storytelling ecosystem in Lwandle, and places like it, is
precarious and fragile from the start: at any given moment a large number of things might go
wrong. If there is a larger global ecaesym of digital storytelling, Lwandle hovers on its
margins, liable to fall out or fall apart at any time once the imported resources which pulled it
in areeitherexhausted or withdrawn.

Although I have facilitated many workshops in places with limie=burces, | had
previously understood this only as making the process a bit more difficult. It was only when |
was forced to contemplate the material realities of Lwandle at length, in writing this chapter,
that this new understanding of its essentialifitggcrystallized. Lwandle does not just

happen to be a challenging place in which to work; it is a place in which the ecosystem for

1Postwor kshop interview wi thPO1Hi nt sabe Sédul i, August 30
2KnutLundby, fAThe Matrices of Digital Story®6tery I i ng: Exeé
Circle, 178.
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digital storytelling can be assembled and maintained only with great effort, and under the
constant threat of failure.

This chapter, then, will deal in detail with this process of assembling both the
participants in the workshop and the material systems and spaces that complete the
ecosystem. The technical discussion will be exhaustive but not, | hope, exhaustjraitat is

all, in the details and contingencies that the whole becomes clear.

Recruiting the humans: Stage 1
My original intention for this project was to recruit elders from Lwandle who might have
memories and stories to share of life within the migrantlabple$ em t hat i s t he
focus, or of Lwandle during the last decades oftwentiethcentury. At the end of August
2016, before had completed my research proposal or received ethical clearance, | visited
Lwandle to meet the museum director Masa Sakd members of her staff to introduce
myself and ask if the museum would be willing to participate in the project and help with
recruiting participants. They readily agreed, and in-8ggtembeBokoarranged a
community information session with severatgounity elders, including some whose stories
arepart ofthe Stories of Home/limbali zeKhayehibit. The session was conducted in a
mixture of English andsiXhosa, with museum staff member Mandilakhe Nompehle acting
as translator.

My notes from these meegs are scrap@yitfeltasift he fr eal 0 pr oj ect
yetd but revealing. | knew that my own begindevel competence iisiXhosa wasat up to
the task of facilitating a story circle and that | might need transla&®iokowas quick to note

that if | did, | should not bring in people from outside Lwantlempehleasked me to edit a

short videahe museumstatant ed t o show at a community ev

test?0. At the community infor mathdattemded e s si on

(there were no men) had followed what they thought were similar scripts before: they asked
how long | would be in the cougtend when | would like to schedule interviews with them.

One woman told a long and clearly wptlacticed story abouteh life in the hostels that

largely mirrored what was already on display around me. Like the support group members
Christopher Colvin encountered in his own research, their stories had become objectified and
ossified. The meeting ended inconclusively: oily could | not actually begin work until

ethics approval was granted, | also realised that this group and my plan were not a good fit.

The women were polite, but not very interested in what | had to offer.
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Over the next few months as | waited for etlapproval, which was granted in April
2017, my sense of what was possible, and desirable, shifted. | wanted to work with a group of
people who would not only benefit from the digital storytelling process, but who would
participate enthusiastically and wiihclear sense ¢fowthey wanted to benefit. | realised
that this group of elder women were at best lukewarm about the project, and did not want to
put pressure on them. | also reflected on my own lack of linguistic competence, my failure to
mastelisiXhosa at anywhere nedret level required to manage a storytelling process with
people who were not also comfortable in English. On the one hand, this might present an
opportunity to practice a more harolf style of facilitation that would allow participants to
support each otr and deepen their own skills in the process, and also to work closely with a
translator (or translators) who couiftithey wished become a collaborator and partner in the
work. On the other hand, none of the museum staff whose seBokesad offeredvere
trained translators, and all had other duties. There was no funding to hire an external
translator, and in any case | tooktoh&kdad s request not to bring i
offhand remarks had already alerted me to a sense that Lwandentegalt marginalised
and isolated, cut out of the networks and funding loops that made opportunities relatively
more available to residents of large townships like Khayelitsha. | did not want to inflame this
wound. Without translation, running a workshopinly inisiXhosa would cut me out of
many of the processes | most wished to examine.

Il n the end, I decided to begin by offering
host a second workshop that would be open to any community members whotwished
attend. My intention was that the first workshop would be in some sense a gift to the
museum, both in teaching skills that staff members wanted to learn and, perhaps, in
producing stories that might become part of the museum collection. | also expetteaime
of the group members might learn enough, and be excited enough about the process, to want
to help me facilitate the second workshop with community members.

For the first workshop, I pl anned with the
to four-hour sessions once a week. A digital storytelling workshop typically takes around 24
hours of a parti ci paaytintessivesprinter,spreadthovedr dlenger i n a
period. We all agreed that the thré&y intensive would not suit thprocessThemuseum
staff didnat want to work over a weekenand it wasnot feasible for the entire staff to take
three days off work simultaneously. | was also keen to explore the possibilities of a longer
workshop for allowing people more time to Wonto their stories, and to gather or make

their own pictures rather than ripping them from the internet.
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Note that these desires were entirely my own: | felt personally dissatisfied with stories
that relied too heavily on images sourced from the inteamal felt that my expertise as a
facilitator was tied up in my ability to coach participants through producing their own
i mages. | had criteria for what constituted
participants had, and | wanted to theseist to be good.
We began the workshop with six participants: Masa Soko, Anele Kalipa, Nontsikelelo
Cotiyana, Hi ntsabe S6duli,s Nyameko Dyantyi a
In the end, between existing commitments and sessions that had to be rescheduled
around unepected emergencies, | ran tlverkshopover a total of 15 sessions, beginning
with an introductory presentation and discussion on Mag2@L7 and ending with a
screening of final stories and presentation of completion certificates on August 18
Altogether, there were between 45 and 60 workshop hours in total, many more than the
typical 24. This was perhaps to be expected: at various times different staff members had
other duties that meant they werendhgupbl e to
and fluidity in the middle.
There was another, more jarring, reason why the workshop took saiangiembers
of the initial group, Nyameko Dyantyi and Un
of May. Sever al o f fuhdedethromgh $he Exterided PpbbicaMorks we r e
Programme, a South African government programme to create jobs through public
expenditure of various kinds, from infrastructure projects to arts and culture programmes
Most of these jobs are temporary, offeredtmbasis of 12nonth contractsand their
contracts had come to an end.
I was blindsided and disoriented by this 1
wrote in my notes for Junen? a day on which | was deeply relieved to be able to restdedu
the session because local emergency services had asked everyone to agsgental
travel in anticipation of a major storm.lhad under st ood t hat some of

employees were temporai@®nMay 31s, when only one person was available heseg

according to my notes, Aithe rest of the teanmn
grasp what this meant. I didndot ask, and nob
3For the first three | have used their real names, at

and the remaining two, whom | could not contact after the workshop, | have assigned pseudonyms.
4SeeDepart ment of Publ i cEPWPr. ks .Acrc.ecks.s efdiWdledomertyo 20, 20
http://www.epwp.gov.za/index.html; and Western Cape Government Department of Cultural Affairs and
Sport. n.d. AExpanded Public Works Programme (EPWP)
https://www.westerncape.gov.za/genegmablication/expandegublic-works-programmeepwp.
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participants again despite inviting them, via Masa Soko as museuagearato continue
attending the workshops. Instead, | met three new staff menidaadisa Jacobs, Vinnie
da Davayo and Zukile Ntlemesta who needed to be folded into the workshop process. | will
discuss this process in more detaithie following chapters, but for now it wilufficeto note
that this was a moment of deep personal and ethical discomfort for me. | had invited two
people tadbegin a process during which both of them had told deeply personal stories, in the
expectation that they would be able to work these stories through cre@atarsdythen | had
failed to provide a secure way for them to complete this process. | also tearegytfailure
of perception and understanding reflected a deeper failure to connect and communicate with
the team at Lwandighat | had fallen into precisely the traps of cluelessness that | had
intended to avoid.
One of the rules of facilitation | havearned is to pay attention to emotions |
experience during a workshop, as a potential clue to what is being experienced by others.
This is partly borrowed from thesychoanalytic d ea of transference, wh
relationship with their thepast will at some stage mirror or recapitulate their earliest and
most significant relationships: Athe therapi
teachers, of authority, of e sCaredtransferende t r ad i
in turn arises from the therapistds own resp
can elicit some of the same dynamics which it is well to be aware of, including the
possibilities of vicarious trauma and emotional contagidhis becomesgarticularly helpful

when read alongside Kelly Oliverd6s notion of

A crucial, yet often ignored, part of the forces of nature are the social

forces that enable communication and communion. Just as heat,

chemical, mechanical, and photic emesustain life, psychic energy or

the energy of affects also surrounds us, connects us, and moves through

us to sustain us. All relationships and all of human experience are the

result of the flow and circulation of affective energy. Affective energy

circulates between and among us. It is never contained. It migrates from

person to person. We are constantly negotiating affective energy
transfersé Like other forms of energy,
has a powerful effect.

5 The first name is a pseudonym chosen by me and approved by the storyteller, the second is a pseudonym
chosen by the participant and the last is a real name, at his request.

6 Irvin D Yalom and Molyn LeszczZThe Theory and Practice of Group Psychotherdjl ed. (Basic Books,
2005), 76; see also Chapters 6 and 7.

7See Anthony Collins, AfTeaching Sensitive Topics : Tr
Alternation9, (2013): 12849.

8 Oliver, Witnesing: Beyond Recognitioi 95.
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In this case | recogresl that my own feelings of disorientation might reflect similar feelings

on the part of my group members. In particular, | realised that | had the left the process very
openended by not setting a clear finishing date or deadline. What had seemednaétte ti

be flexibility now appeared as a failure to provide needed boundaries and a sense of security.
| took steps to r@rient us all in the next session by repeating the introductory session, and

also by explicitly naming a deadline for finishing the &®r

Recruiting the humans: Stage 2
As the first workshop with museum staff drew to a close with a screening of the stories for
the group and a series of reflective interviews, | intended to complete the second workshop,
for community members, before tead of 2017. Extending the first workshop over the four
months from May to August had allowed everyone to participate around the constraints of
their existing jobs, and | feltiad achieved my goal of at least ensuring that everyone used
their own imagesinstead of taking images from the internet. But the drautrprocess also
meant there was less momentum. In previous tlegeworkshops had found that the
intense focus and tight deadlines tended to produce an emotional high and a deep sense of
acconplishment at the endn contrasthe screening event in August, which was the first
time that many group members saw each otherod
intensely satisfying.

At a group discussion on AugustiiiBasked staff members wther they still thought it
was realistic to recruit elder members of the commyutithey agred, but with some caveats.
Notably:

Nontsikelela There's always that issue ofmali...

Pam: The issue ofé money? Would they wa
Masa: No, like you are going to make a hell of a lot of money
out of thisg

This concern had been raised before. Masa Soko and the team had pointed out a widespread
perception that making a video, or writing a
mo n esyraativiethe state old age pension in South Africa is currently R1700 a month (or

R1720 for those over 75); the child support grant that may be paid to grandparents who are

9 Group interview at the museum, August 18th 2017.
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primary caregivers to children is R410 a month per chi@ommunity members lkdanoted
that a book about the museurwas on sale for R250 a copy at reception.
After a lifetime of poverty and apartheid exploitationyés unsurprising that residents
would be alert to signs of further exploitation, and this was something | wasteayeid.
We agreed that if it was feasible, the stories coming out of the second workshop would be
made into a DVD that could be sold at the museum, with all proceeds going to the
storytellers. | did try to downplay the possibility, to avoid raising etqt@®ns that would not
be met.
The next caveat, however, combined with other factors to completely derail the process
for several months: access to computers. During the first workshop, the group had used the
museumds own deskt op roducetheilr shopgetbatthisvwasmtpant er s t o
option for the second workshop. The Lwangllslic library next to the museum has
computers available, but these are heavily used by community memberSilulo Ulutho
internet cafe in the neighbouring townsbipgNomzamo is likewise in constant use. This was
my starkest confrontation so far, although not my first, with the fragility of the digital
storytelling ecosystem in Lwandle: there was literally nowhere to go to find the resources that
would be needed.
Before | could begin to grapple with this, several other destabilising factors intervened
My own | aptopbs CPU failed, in thevhilni ddl e of
checking the English translation af siXhosa script for subtitles. This led weeks of
negotiation with my insurers, and then a difficult replacement decision when it turned out
newer modelsdidot meet my needs. I n the middle of tI
daughter, a schoolmate and friend of my own daughters, dieddiges@hortly afterwards a
close friend and another neighbour were injured in separate violent attacks on their homes,
echoing an attackHad experienced several years earlier and triggeringtpanstnatic
responses of my own. At the same time | was Iwvea in a series of challenging freelance

projects. All of this goes to show that my own position, living as | was at the limits of my

10Sout h African Government. n.d. A0l d Age Pension. o A
https://lwww.gov.za/services/sociagnefitsretiremertandold-age/oldagepension; South Afdan
Government. 2014. AChild Support Grantcaresoc@dct ober 20
benefits/childsupportgrant.

11 Noéleen Murray and Leslie WitkHostels, Homes, Museuriviemorialising Migrant Labour Pasts in
Lwandle, South AfricéClaremont UCT Press, 2014).

12 At least, they were at the time | was considering these decisions. The library has been without internet access
since copper cables were stolenin+2id 1 8. See Vel ani Ludidi, ANo I ntern
Public Libr a r GraurdUp 2019. https://www.groundup.org.za/articleinternetoveryearlwandle
public-library/.
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personal and financial resources in a place deeply marked by generations of violence and
trauma, was in some ways justpecarious as that of my collaborators in Lwandle.

The net result of all this was that my plans to recruit for a second workshop, starting in
September 2017 and ending before the summer holidays, failed utterly. In my notes | called it
Aa col | assealekebruary 2018vbefore | was able to visit Lwandle again.

In the interim, at least the technology problem was soM&F: funding through the
SARChHI Chair in Visual History and Theognabled the purchasé eight iPad mini tablets,
which made it pasiblefrom a technical perspective at least to run a workshop for community
members using the museum as a venue. The ecosystem was temporarily stabilised by the
importation of resources it would not otherwise contain.

When | reconvened with thrauseum team in February, we quickly mapped out a plan
to advertise and host a community information session on Februarwith a sixweek
workshop planned to run two days a week from Februart@Kiarch 2@. | made a poster,
an A5 pamphlet and WhatsAppflier to advertise the session; museum staff put the poster

up, distributed pamphlets and sentWikatsAppflier to their contact lists for me.
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TELL YOUR STORY WITH
VIDEO

Do you want to tell your story?

Do you want to work with digital technology?
Lwandle Museum is hosting a FREE digital
storytelling course starting Feb 27th.
Interested? Come to an information session at
the Museum at 11am on Thursday February
15th to learn more and apply.

Figure 3.1: TheWhatsApgdlyer distributed via Museum staff

| hoped to have a full group of eight people, and by this stage was no longer as deeply

concerned about whether any of the community elders | had spoken to a year earlier would be
part of it. | hoped they wdd, but also decided that if the workshop was not intrinsically

attractive to any of them, | would not try to force the i$saeleast as much to preserve my

own energy as out of respect for their preferences. Stories about events of previous decades
mightbe more useful to the museum, but for my own interest in studying the dynamics of a
workshop they weracot necessaryl wasalsoincreasingly conscious that it was the younger
people in the museumds orbit, thewstmatf f memb
there several times a month, who were most interested and enthusiastic to participate. It

seemed wise to follow the desire linethat were already becoming clear.

13 Desire lineso in architecture and urban planning a
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Since we didndét know before the informatic
and whether there might be more than | could handle, Masa Soko suggested we establish
selection criteria. These were:

1. That applicants should be available to attend all the sessions and commit to doing

SO;

2. That they should at least be able to follow a cosaton in English;

3. That they should be over 18;

4. That they should write a brief motivation about why they wanted to attend the

course; and
5. That we would prefer applicants who might be willing to share their final digital
stories with the Museum and pddg more widely.
In the end six people came to the information session, and four applied to attend the
workshop:itheatre group memb#fzukisi Makhanyawho was now also employed at the
museum; Zizipho Somtsewu, a young woman also employed at the museuPhulula
Sidlayi and Lupho Mzamo, two young people living in Lwandle

| had now recruited my second col@ind also, in a way, recruited myself back into
the process. fARecruito has military associ at
crescereto grow, which has also given us increase, concrete and.crdate connection
was one of my first clues that what | was trying to build was not a project that could be
managed, but something more organic and unpredictable. Consideringdipsehnd
frustrations | have described, | felt there had been some failure of planning, prediction or
control on my part; that if only I had known more, or thought things through more carefully,
some slumps and stumbles might have been avoided. Buaifimias doing was assembling
and trying to sustain an ecosystem rather than rolling out an algorithmic plan, questions about

prediction and control were the wrong ones to be asking.

their own routes around and through faily designed landscape features like paved paths and roads. They

can also usefully capture something of I|liminality a
providential, the engineered and tehnecoathinmentahdthe and b
popul ar energies which subvert, bypass, supersede a
il ntroduction: Space, Memot yea DesieilLitteg:iSgacej Memoryn t he Po

and Identity in the PosApartheid City ed. Noéleen Murray, Nick Shepherd, and Martin Hall (Routledge,
2007), 1.

14 At their request, | have used their real names.

15 cr escent . dWold @rigihp2hded A&C Biack, 2006).

75



Recruiting technology
o {A18 =
- el e TR \
fre Network s down\ -
b, wWhere did my PChrRs oo
Cahbtes coil il gV\QIUi

sx-'

Figure 3.2: Haiku composed during then@nternational Digital Storytelling Conference

2015
The fAdigitalo in digital storytelling somet.
and seamlessness. The dr eam,stl ivkoer ktshoe. oll dh aAvp

photographs of digital storytelling workshops run in Scandinavian universities, and envied
the rows of brand new iMacs in wdil, comfortable spaces. | have imagined that there is
abundant and competent tech support, that allafte'are works seamlessly, that all the
students are confident and competent. But these fantasies of seamlessness are invariably
undermined, to a greater or lesser extent, in the actual process of planning and running a
worksho@® and the more marginal the vkshop environment, the greater the effort required
to hold it all together.

As | suggested at the start of this chapter, much of this discussion covers what might be
thought of as purely administrative or housekeeping @etait itis precisely in thesgetails
that much of the work happens. Details like whether or not there is a power point capable of
charging six devices at once, and how long the power cables are, are not intittexyal
constitute the possibility of doing digital storytelling work bt a

The digital environment of a digital storytelling workshop includes hardware, software,
communications networks, storage, power, and code for compressing and sharing video.
They all interact to shape the workshop environment, but they must be agorcaay. In

the next few sections | will discuss each of them in turn.

Hardware

To make a digital story, a storyteller must have access to some kind of computing device.
AAccessoO is a troublesome word, t lowaitheh: does
workshop really count as access? In the early days of my practice as a digital storytelling

facilitator, | sometimes borrowed a portable kit that had been donated to a local NGO.
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Housed in a large, padded aluminium trunk on wheels, it originafiyained eighMacBook

laptops, eight earphone/microphone headsets and mouse devices, speakers, a scanner and a

printer.1ie This had the advantage of being uniform and easy to set up and hdnadgew

people in South Africa are familiar with the Mac system and it rapidly became clear that this

was making participant experiences in the workshops more difficulthiegmeededo be. |

also felt uneasy about teaching skills people might not have another opportunity to use, so |

began to work, as often as | could, with whatever people already had available and were

familiar with. For any workshop, this meant answering at léastdllowing questions: Do

participants own, or can they borrow, smartphones or tablets? Do they have laptop or desktop

computers? How old and how intact are those devices? Where are they, and are they

portable? What operating systems are they runningnandup to date are they? Do they

have microphones and cameras, and if so of what quality? Do they have spare storage space?
The questions about operating systems, age, condition and storage space are important,

because they spotlight the fact that aey of devices a group of people brings into a room is

going to be diverse. South Africa has remarkably high penetration of mobile phones and

smartphones given the size of its economy: according to data supplied to the International

Telecommunications Unioby regulatory authority ICASA, at the end of 2017 there were

156 mobile subscriptions for every 100 peapl€he international GSM Association put that

number at 169 at the end of 203 any people use more than one SIM card to take

advantage of diffient pricing between networks, so the actual number of people who own a

mobile phone is lowér 37.5m or 68% of the total population at the end of 20 & cording

to one report. The number of smartphones that are capable of running digital storyteing app

is lower againthe Pew Research Centre reports 60% of South African adults have a

smartphone, 33% have some other mobile phared only 6% have no mobile phone at

16As far as | 6m aware, this kit was never used for di
whittled down as people raided it for spare parts, and was eventually stolen. | read this as entirely typical of
what happens to technical objects orted into ecosystems that cannot sustain them.

17l nt ernational Tel ecommuni c a20l7.dttps://whhwm.ifu.mtmetd/ii Sout h Af ri
d/icteye/CountryProfile.aspx.

18GSMA I ntelligence. n.d. AGSMA Intelligence South Af]
https://www.gsmaintelligence.com/markets/3788/dashboard/.

19 The State of South Afri cad BusiMesdiechluly 112017k et vs t he R
https://businesstech.co.za/news/mobile/184693thteof-southafricasmobilemarketvs-the-restof-
africal.

20 These two sets of numbers appear to conflict. Is it around 70% of the population who have mobile phones, or
over 90%7? The number is likely to have increased since the end of 2016, but an increase of over 20% is
much less likely. Different orgaseétions use different methods; mobile network operators are likely to have
the most accurate information, but they dondt make
the discrepancies are not critical.
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all.21 Just over 81% of these smartphones are running the Android operating system, and
another 15% are22xunning Appleds i OS

In short, around half or slightly more of South African adults have, in theory, a phone
they might be able to use for digital storytelling. The reality on the ground is messier: my
own purely anecdotal experiencehst the typical South African smartphone has a cracked
screen and a message warning that the owner is about to run out of storage. The cheaper the
phone, the lower its storage capacity and the more quickly it will fill up with music,
photographs and videpsften leaving little or no space for installing new apps. In addition,
given any set of Android phones, they are likely to be running different versions of the
operating system, which is not only regularly updated by Google but also frequently modified

by handset manufacturers and network operators

21KyleTayl or and martphoree OB8nershipésrGrowirigRapidly Around the World, but Not
Al ways BEgqwResebrgh CénteBlobal Attitudes and Trends. February 5, 2019.
http://www.pewglobal.org/2019/02/05/smartphem@nershipis-growingrapidly-aroundthe-world-but-not-
always-equally/.

22AMobi |l e Operating Syst eStatchmteriGhhalst§daauarg20®out h Afri ca.

http://gs.statcounter.com/asarketshare/mobile/southfrica. This data is based on information gleaned
from visits to websites around the world.
23RyanDawe s , AAndroi dds Latest OS Di st rDebelopeiTeah St at s
September 4, 2018. https://www.develofperh.com/news/2018/sep/04/andromldistributionstats
problem/.
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Figure 3.3: The typical South African cellphone has a cracked screen

What of tablets, laptops and desktop computers? Data on these are harder to come by,

but many of the same issues appiyere are multiple operating systems in multiple versions,
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installed on a diverse range of hardware. Taken together, these issuessef esndition and
configuration mean thatis very seldom possible to run a digital storytelling workshop

based only on what participargseady haveEven when it is possible, the hiccups and

glitches that are likely to ensue make it more difficulteiie is an exception when

participants are relatively wealthy and technically competent and confident, with devices not
more than three or four years old, working in a place with abundant bandwidth that enables
them either to use online services or to dimad what they need easily. This is not a

common scenario in South Africa, however, and so usuathdaoff must be made between
equipping people with skills they can continue to use, and running a workshoprtat is

fatally undermined by technicalqilems.

Using a lab or training room raises more questions: Where is the facility and how
accessible is it? Is it available at suitable times? How much does it cost? How many people
can it accommodate? What is the quality of the hardware available>épaafe software
available and if not, can it be installed? What technical support is available?

What all of this means is that, in practice, most digital storytelling workshops | have
facilitated have been a constant struggle against the forces ofyeatrdghaos. In nature,
ecosystems are sustained and life maintains its organisation by a constant inflow of energy
from the sun; digital storytelling ecosystems must likewise be maintained by inflows of
energy by the facilitator and/or by a hosting orgation.As more of this energis spent
simply on arranging and maintaining the technical building blaskss is available for the
processes of storytelling.ik worth pointing out here that money is a form of energy: if there
is a budget to suppoartvo or more facilitators for a group, for example, or to supply technical
support, the chaos threat goes down dramatically and there is more space to engage with story
making. This haseldombeen the case in my experience in South Africa.

In Lwandle, tle Museum was my key technical ally and (quite literally) energy source.
In the first phase of the workshop, | was able to take advantage of the fact that everyone on
the staff had computers on their desks or access to a musenead laptop. These machines
were not uniformd some were much older than others, running older versions of Widdows
and they were not all in the same room, or able to be moved into a common space without
unduly disrupting normal activities. The fact that they were available at algtaral
additional cost, made the workshop possible, but it also had consequences for the story
editing phase of the workshoBecausp e o pl e6s wor ki ng spaces wer e

werenot able to support each owhbneverydgneisnear | vy
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in the same room. It was a less than perfect solution to the problem of hardware, but a
solution nonetheless.

During the second phase, as already menti c
nat an option and the workshop was made pdssibly by the purchase of the eight iPad
Mini tabletsz24 funded by the National Research Foundation through the SARChI Chair in
Visual History and TheoryWhat if the iPad option, and the funding that enabled it, had not
been available? It is not possilbbeanswer that question with any certainty. | would have
approached the library and the Nomzamo internet cafe and tried to negotiate access; failing
that, it might have been possible to transport participants to an outside venue. Perhaps another
option waild have appeared, or | would have been able to raise funding elsewhere; or
perhaps the workshop would not have happened at all, or happened much later. Considering
all these options, | am deeply grateful that funding made the problem go away. Indeed, as |
have suggested above, money is very often a powerful way to make technical challenges
disappear (and one that people are often coy about beyond the usual acknowledgements of
funder9. It would be interesting to track a digital storytelling workshop froengoint of
view of its money flows, although that is not within the scope of this project.

Marshalling all the financial and technological resources needed to make the second
workshop possible in Lwandle, then, was challengimgd yet, given that | hadteess to
networks and the institutional resources of the university, just about possible. It seems very
unlikely that it would have been possible for a resident of Lwandle with even fewer resources
than | had.

All of this has profound consequences for wkiatls of stories can be told, and what
kinds of histories can be made. The stories that emerged at Lwandle were entirely contingent
on the workshops. | often use the idea that when someone tells a story, they are creating a
world and inviting an audiende join them in that worlds But before a story can be told, it
must itself be invited into the worldnd the form of the invitation will shape the story. So an
invitation from me as a white outsider elicited stories that my participants may never have
told to each other; an invitation from within the Museum elicited stories that touched on

themes of homand family; and an invitation to make specifically digital stories, using

24| researched 11 separate tablet options; the final choice of iPad minis was made because they were relatively
inexpensive and easy to use, familiar to me and fit well with my existing Apple equipment.

25This first became clear to me in a workshop fadéiteby Sue Hollingsworth: see
https://suehollingsworth.com/ and also Ramsden and Hollingswiotthe St or yt el |l er 6s Way
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digital tools, opened up some possibilities and foreclosed others (I will explore the ways

technology shaped visual choices in particular in Chapter 5).

iIPads: Never fijust workingo
| would like to discuss my use of iPads in more detail, because the work required to make
these devices fit into Lwandle is a useful demonstration of some of the points | have been
trying to make about the fragility of storytelling ecosysteifRad are dsigned to be easy
and fun to us@ theyare famously popular with privileged toddléré&ut none of the four
participants in the second phase of the workshop had used one before. So when | first brought
them to Lwandle | took participants through a brief tiagddio familiarise them with the
basics of what all the buttons did, how the touch screen worked and how to access apps.

This was relatively easy for the group members only because | had already spent
several hours preparing the iPads for use. This tunetb be a decidedly nenivial task
which provided a useful opportunity to think through dependencies: those relationships
betweéen events in which X cannot happen until condition Y has been satisfied. To use an
iPad, it is not enough simply to buy #&ad and switch it on: One must set it up. To set it up,
one must have an email address, or create an email address, which requires at least being
familiar with the ways of email. One must be competent in a language that is offered (of
Sout h Af fidiatlamguageslahly English is on the list). One must have access to a
working wifi network, or money to access cellular data. One must create a password, and
remember the password, or write it down somewhere safe, or have a second, stable email
addresshat reminders can be sent to. One must set up answers to three security questions
thatembed assumptions likely to break down in resopaa settings, i ke fAWhere did
go the first time you flew on an mdtorised ane?0
vehicle?d One must accept terms and conditio
servicesand decide whether to allow apps to access your location. The iPad must be charged,
and kept safe from theft and damage. To members of the global middle class who
already live inside digital ecosystems, this is all mildly annoying but ultimately trivial
Indeed,f one is upgrading from a previous iPad or has an iPhone, all the setup can be copied
across automatically and most of the annoyayoes away(To those who have, more shall
be given) But for those who are not already inside these systems, the experience is like being
asked to show a different access pass every time one passes through a door: every step
becomes a potential hurdle amdiew set of things to understand and negotiate. Even once

entry to the system is gained, staying inside is not guaranteed: if the device is lost or stolen or
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broken, for example, is gone forever unless one had the ability to insure it, and to make a
swccessful claim. Losing a power cable, forgetting a password, not havingegasgyeand

affordable access to wifi: any of these could push one out to the margins again. Without
abundant resources to sustain omsEé&saposition
precarious business. In spaces where all these resources are abundant they can be taken for
granted and fade invisibly into the backgrouAtlLwandle,however,one is forced to

confront the additional burdens of work required to sustaitaddd in the margins.

Negotiations about software
The one absolutely nemegotiable output of a digital storytelling workshop is a digital
storyd if thereis no story, iis a failed workshop. The only way to produce a digital story is
to use a piece cfoftware thaacan export a video file. This encompasses not just formal video
editing software, but also a range of other applicationdHldw@erPoinwhich offer this
function as an extra to their core purpose.

Sometimes the choice of software is giveredetermined by the hosting organisation
and what it has availaldlesome universities, for example, have computer labs with software
already installed which canabledigital storytellingzs Most often in my experience,
however, the process of planningvarkshop has included making a choice about what
software to use. This means answering questions like: What hardware and operating systems
are available? Is there a reliable Internet connection? What functionality is absolutely
required (the ability to exqt a video file, for example) and what is merely nice to have (the
ability to add a musical soundtrack)? Is there a budget available? If not, the software must be
free, or at least available for a shtatm free trial that will last the duration of th@mkshop.
If thereis no reliable Internet connection, or ifstvery slow or expensive, then online apps
are not feasibl® and even downloading and registering other software may be troublesome.
If the available hardware runs a patchworkAdhdows, Mac, Android and iOS operating
system8 and different versions of eagtthen they will each enable different apps, and some

additional effort will be required to teach and support all of them. What does that rule out?

261 use fdaf f or doaffordamcewhichrefershoghe possibiities fay &ction presented to humans
by objects they encotner i n t he worl d; affordances are the answ
There are hardly any apps specifically designed for digital storytelling, but many which afford it, if not
always easily. See Don Normalhe design of everyday thin@@@oubleday/Currencyl1990), 9; and Joelle
Proust, AAfTf or dan c ®iotionarg of Braransladables: A®hilessphical Lexecah. |,
(Princeton University Press, 1990).

83



The informal corridor talk of idital storytelling facilitators includes a fairly constant
exchange of questions and information about technology and software. At one stage, eager to

try and p

i n down

a fNbesto

al

ternati

vV e

for

listing all the current applications that could be used for digital storytelling, including their

cost, what operating systems they were available for and a note on their suitability in different

settings. The attempt is long abandoned, because software simply cloaniges: in any

given month new versions of existing apps will be released, old versions will become
obsolete, entire apps will be launched or withdrawn, terms of use and payment structures may

change, operating system updates may create or resolve imtioitites and ownership of

the underlying company may change, leading to new priorities and directions. This

instability, combined with the diversity and unpredictability of digital storytelling

environments, makes any attempt at pinning down softwareehfruitless. The ecosystem

is simply too dynamic.
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Figure 3.4: Software comparison slide from a presentation about digital storytelling in 2015.

This attempt to keep a running table was soon abandoned.

Some apps, full of useful features, can be instantly ruled out because they simply cost too

much. Final Cut Pro and Adobe Premiere Pro, for example, are profedeiaiahdustry
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standards which ameverthelessasy for beginners to udaut they cosseveral thousand

rands per user. Even Adobe Premiere Elements, a trirdmed version of the professional

app aimed at novices and home users, cost in the region of R1,500 per copy at the time of
writing.27 Moreover, none of these are available on molehaaks and require significant
system resources (disk storage space, working memory, video cards and drivers) to run
reliably. The lowend laptops and ageing Windows desktop machines that characterise NGO
and public sector environments would deliver a \faugtrating experience.

Other apps would be too expensive to buy outright, but helpfully offer free trial periods
that are long enough to complete most workshops. Vegas Movie Studio (formerly Sony
Vegas Movie Studio), a consumer version of another psimfieal app, Vegas Pro, offers a
30-day free trial version which is enough to complete most workghops after that users
will be locked out unless they are able to pay the $49.99 licence fee, which is beyond the
reach of most South Africans.

There are tw free Windows apps which have been widely used for digital storytelling
in the past: Microsoft Photo Story and Windows Movie Maker. Photo Story in particular has
been popular in education settings: it is free, well tested and stable and, because veis/als
old (the currently available version was released in 2005) and simple, runs reliably on even
the creakiest old computers. It does, however, impose very significant creative constraints on
the storyteller. The most significant is that a voiceoverraat i on canodét be separt
and then imported to the project: it must be recorded directly in the app. This almost always
results in terrible sound qualitynless the storyteller has access to both a quiet environment
and a good microphone that da@ successfully plugged into the compétéoth very rare in
workshop environments. It also makes it extremely difficult to match the pacing of images to
the narrationPhoto Story supports only one soundtrack, with very limited ability to manage
volume,so any attempt to use music usually results in an unpleasantly clashing transition
between music and voice. Photo Story cannot incorporate video files; and finally, it adds
automatic Ken Burns effectsthat can have bizarre resdts slow zoom away from éhface

and into the shins of a person posing for a photograph, for example. It is possible to change

27 The rand/dollar exchange rate is a significant player here. Most softwareed pridollars, and what might
be an affordable or even negligible monthly cost in
metaphor) rapidly becomes unaffordable in South Afrieapecially when multiple licenses are needed.
This is just one othe many ways that higlevel political and economic structures and events very directly
shape what is possible in a community digital storytelling workshop in Lwandle.
28 The technique of panning and zooming across stlll photographs named for Amerlamedtmy maker
Ken Burns. Settp: ( ] kenburnsa



http://www.poynter.org/2007/meaning-in-motion-ken-burns-and-his-effect/82987/
/Users/pamsykes/Dropbox/PhD/Word%20Drafts/v3/%22http:

these, but many storytellers never make the effort, or cannot navigate their way through the
dialogue boxes to get there. Akave already mentioned abgvenad my own criteria for
what constituted fgo o drécordetlaudidcealy linkedto imdgesi nc | u
| had also seen storytellers grow impatient with being unable to achieve what they wanted.
Photo Storywas ruled out.

Windows Movie Maker has in the past been popular because it was free and came pre
installed on some versions of Windows. However, it isgabcreative constraints as great or
greater than those of Photo Story, was not particularly easy to use and above all was unstable
and crashed often. In addition, by 2017 when | planned these workshops, it was several years
out of dateand, having neverden as simple or as stable as Photo Story, was often simply
impossible to run.

Other popular apps that were considered but ultimately rejected include Shotcut (free
but unstable and extremely slow on older machines) and Lightworks (powerful, but complex
and not an app | had used before in a workshop setting).

There is a free app called CepPmone Story Maker that was desigsgecificallyfor
digital storytelling on Android smartphones and tablets, which are relatively cheap and easily
available in South Afca. The appwvas developed as a part of a large collaborative project
funded by the UKOGs Engineering and Physical
universities in the UK and South Africa as well as the CSIR and a South African &GO
aimwasspecf i cally fito support audiovisual conten
there is |l ow textual and computing.diteracy
Fieldwork was conducted in rural areas of the Eastern.&ape

ComPhone has the potential be useful as a digital storytelling app, but like Photo
Story suffers from severe limitations. | had previousdgd it to workwith a class of first
year students to make digital stories about a learning expesehike students were all
participans in an extended curriculum programme designed to compensate for high school

experiences which had left them ungeepared for the academic requirements of a full-first

29 Simon Robinson, David Frohlich, Kristen Eglinton, Matt Jones, Justin Marshall, Adam Stringer, and Kristina

Langheini Cofve : Communi t yDidia Eutures 201@,dlP.ki t . o
http://digitaleconomytoolkit.org/corphone/.

30The acknowledgements in the paper cited above menti
the Eastern Cape, South Africad and proceedeto | i st

listed by first name and surname. This suggests to me a research project that has not engaged deeply enough
with the place it was rooted in.

31 SeeGerhard Griesel and Christine PrifeUs i ng Tabl ets to Enhance the Teach
inLandscape Archi t eTeachingand Learnifgi no.a {2013)t8udy . 0
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year programme. Their initial lack of confidence in using tools that were new tonthgm

very rapidly overcome, and within a day several were expressing frustration that they wanted
to do more and were unableto.Géhhonedés focus on situations o
inadequate to meet the needs of even the least privileged urbantstutlhas also suffered

from its own form of deprivation: developed as part of aaffi@roject, it is now effectively
orphaned. The underlying code is open source and available on the Github development
platform, in theory meaning anyone who is ins¢éeel may join the team and continue

developing and updating the app. In practice, the code is maintained by a single individual,
and between 2013 and March 2019 there were just 24 releases of new and updated versions,
most of them during the early developmt phase in 2018 By contrast Pageflow, a

multimedia storytelling app for journalists jointly developed with the West German
Broadcasting Corporation, had at the time of writing 13 contributors and 63 releases since
May 201533

The chances that anyboudyll adopt ComPhone for further development are slim.

Without further funding or institutional support, and with a target market that is explicitly not
in a position to pay for it, there is no financial incentive for anyone to devote their time to it.
There are no technical boundaries to be pushed and thus no speabdid@ligained or
demonstratedand accolades from the intended users will confer no special prestige within
the Github community. Mobile operating systems change frequently, so uniasg &n
maintained consistently it will rapidly become unstable, unpredictable and eventually
unusableThis is the likely fate of CorPhone. If my experience with the iPads showed how
difficult it is for those on the digital margins to gain access talihital storytelling system,

the ComPhone story shows how easy it is to fall out again.

There are many, many other apps for both Android and iPhone that bill themselves as
for Adigital storytellingo or dAmuel(fori medi a st
example, apps which automatically generate a video file from a selection of photographs and
a song. Others are too expensive, too unstable, too limited, require too much bandwidth or
do not work on the lowend phones that characterise communitiesilwandle.

Within the global digital storytelling community, online video editor WeVideo is

rapidly becoming a standard. It is relatively powerful and stable, and because it is primarily

32iAn Android mul ti medi a hnoanrer)adt i(vne. dapplication (Com
https://github.com/communitymedia/mediaphone

33See fiPagefl ow Digital St oroy t(enl. Idi.ng hTta ls : & / Bpulgleif d hoiwn
fCodevise/ pagefl ow: Mul ti media story telling for th
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available as a browsérased app it looks and behaves the samefovaysers of different
operating systems. It stores media and does processing work in the cloud (i.e. on its own
servers rather than the userd6s machine) whic
bandwidth but also ensures that projects are not lbshiffer e i s a power failwu
machine is lost, stolen or damaged. It is also available in mobile versions for both iOS and
Android, and a limited version is available free. All of this makes it a very attractive choice
for digital storytelling h many setting® but not, unfortunately, in Lwandle. There are two
reasons for this: Firstly, the free version imposes a watermark, a logo that is displayed
prominently in the upper left corner of the screen, on every video produced. The watermark is
removeal from paid versiondut the cheapest available paid version for individual users costs
$4.99 per person per month, with a minimum gignperiod of 12 months; educational
versions start at $199 per year for a minimum class size.®fl3tls might have éen
affordable at Lwandle, but there was a second reason not to use it: although WeVideo uses
bandwidth efficiently, there is still a minimum required to make it work (at least 1Mbps
upload and download speeds per user at the time of Writifidnis could not be guaranteed
atLlwand® and for the second workshop, which did
would not be able to use its internet connection at all.

The final outcome of the negotiation between hardware, software, bandwidth, skills,
budgets and bureaucracies for the Lwandle project involved different choices for the two
successive workshops. The first group of Museum employees, who had access to the
Mus eumébés equi pment and bandwi dth, used Vegas
the second group, who used the specially boilRghtd s, was much easier: A]

software is available free, so that is what we used.

34 Pl aGest a Free Online Video Mak e rup#tapredudation. htt ps: / / ww

35AWhat brtoiwsgesr /asreet best for WeVideo? (System Requiren
https://wevideo.zendesk.com/hc/es/articles/21029029%/hatbrowsersettingsare bestfor-WeVideo
SystemRequirements.
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a Untitled - Vegas Movie Studio HD 11.0 - s IEN
.

Figure 3.5: The Vegas Movie Studio editing environment

Negotiations with software
Having decided which video editing software to use is not the same thing, unfortunately, as
using it successfully. | can import it into the ecosystemwihather it lives or dies there rests
on another string of contingencies arejotiations
For example, | had previous experience with Vegas Movie Studio in workshops and
was confident in my ability to teach and support it, but this was not always easyth®v
past few years the company has changed hands (Sony sold it to German company Magix),
and there are multiple versions available with multiple different sets of functionality, some
very different from each other. Version 12, released in 2012, waanyg mays less useful
than its predecessor Version 11, so | have kept installation files for both, as well as for
version 10. Versions 13, 14, 15 and 16 are currently all available for downatieach of
these versions is available across multiple pradinctiuding not only Vegas Movie Studio
but also Vegas Movie Studio Platinum, Vegas Movie Studio Suite and Vegas Pro. If this is
bewil dering to read, it 1 s erqteiarmylfigldnetein t o | i v
early 2018: enfiverdemnflyemavversions install
Lwandle, different people installing software on different machines resulted in several
different configurations, each of which introduced new problems to solve. All of this is a

directrestt of the Museumdbés | i nliscomputenpsygstemstaieon i n t
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cobbled together out of whatever has been possible given the available funding at different
times. In environments which are uniform and carefully planned, one can chooske a sing
option and stick with it; in more unruly spaces, one must negotiate and improvise at every
step of the way.

To further complicate things, my own equipment was incompatible with what was
available in Lwandle. | haveMacBookAir and an iPhoneTo use Whdows software so that
| can learn and teach it, | must run a virtual Windows machine inside VMWare Fusion
virtualisation softwaré a beautiful piece of technical wizardry which substantially increases
my ability to work effectively in widely different spas. It is, however, expensive, pointing
yet another spotlight at the difference between what is possible for me, with access to a wide
range of technical, financial, educational and social resources, and what is possible for my
participants in Lwandle anglaces like it. In some senses, | was arriving in Lwandle
inappropriately equipped for the environment | would meet thérad to undergo technical
translation to fit in, and what was lost in the process was possibly a certain sense of ease as
well as tme.

The outcome of all this negotiation amaprovisationis that a considerable chunk of
digital storytelling in places like Lwandle involves technical troubleshooting. Living and
working with software is no more certain than living and working with@yplex system
(despite a human tendency to assume that the
al ways work, and itodés not always clear WHY t
between them suggest a menu of things to try: quit and restiete dad reinstall, install an
extra driver, update something, try it on a different machine, adjust a setting, check the power
connections, try the cable in a different slot, and so on. In a workshop context, all of these
attempts take time, are frustragifor participants, and may or may not work. On older
Windows machines, for example, | have seen Vegas Movie Studio sometimes halt mid
installation with a messNgTe Rrhaadeawgstiiinge eds t o
if not terrifying, message for ¢huninitiated, and one that frequently kicks off a long and
possibly unsuccessful attempt to download yet another piece of software. Sometimes there is
some other software error or hardware incompatibility. You can never predict in advance
which of thesehings is going to happen.

All of this reflects, yet again, the precarity inherent in undertaking aoffiggoject in
a setting which is not otherwise geared for this activity. Permanence brings a degree of
control and predictability. In a lab or classmeavhich is often used for digital storytelling

projects, for example, it is more likely to be possible to provide identical equipment to each
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participant, with everything already installed, updated, registered and ready to use. This
would leave more timeof actually telling and working on stories, which might as a result
show signs of more extended, thoughtful and skilful crafting. The price of precarity is paid in
time, in frustration, and in a foreclosure of possibilities.

It is very probable that theafterent technical environments of each workshop made a
material difference to the final stories that were produced. Two of the three stories produced
during the second workshop, for example, included video clips. Phulula Sidlayi used a video
that had beenploaded to YouTube by a friend, cutting it up to provide footage of her home
near Mount Fletcher. Lupho Mzamo used footage he shot @awniphone Both also used
footage shot on my phone during the workshop sessions. The Autliipthat enables
communication between Apple devices made it easy to transfer files between my phone, my
laptop and theHads, and iMovie made it easy to use the footage.

None of the seven stories from the first workshop, by contrast, included a single frame
of video. The open workshop attracted people who were explicitly interested in and ambitious

about video storytelling, but the more seamless technical environmenitreader to

achieve those ambitions. Even if some of the participants in the first workshop had expressed

a desire to use video, it may not have been possitteat least without significant extra
work.

The easier technical environment of the second slwf led, in effect, to a better or
more interesting set of problems. Instead of battling through the initial stages of installing
software and getting started, we were able to move quickly into learning and then working
with iMovie. My field notes mentiofrustration with the way iMovie handles titles and
transitions between clips, with its automated Ken Burns effects, with the lack of an envelope
tool to enable fine control of the audio volume, and with its automatic cropping of pictures
(this will be dizussed in more detail in Chapter 5).

Some of these concerns were very much my own: | was familiar with possibilities of
editing and video creation that my participants were not, and experienced frustration when |
saw how stories might have been createfdihtly if we had had access to different tools. |
had to adjust my own ambitions to produce
resources made possible.

What of the ambitions of the storytellers? They all expressed themselves satisfied with
the stories they were able to produce and the new skills they lehemadevertheless

haunted by the suspicion that many of them have learned to tailor their ambitions to their
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circumstancg in what amounts ta kind of stunting. Lwandle confronted ras a digital

storytelling facilitator very directly with the limits of the transformative power of storytelling.
Thechallenges of assembling and stabilising a digital storytelling ecosystem at

Lwandle could be viewed tthishavwe/gakaotbindryelidesi t al d

too much. The issue at Lwandle is not one of

precarity.There are smartphones and hgpeed internet connections a@mputers

available, but they are expensive and vulnergi#eple tend to ration their use. This

rationing, | suspect, prioritises communication with friends and family (Facebook and

WhatsApp in particular) ovanore complicated anigss immediately useful applications like

digital storytelling

Some technicabit players

Hardware and software are the most prominent stars in the technical constellation that
supports a digital storytelling workshop, but others deserve attention as well: communication
systems, storage, power and various systems for encodingamthshdeo files. | will deal
relatively briefly with each of these before concluding with a discussion of space and social

organisation.

Communication
The previous sections highlighted the importance of internet connectivity for downloading,
installingand using video editing softwar€he requirement for connectivity doest end
there, however, becausgormation needs to be transported between different devices and
environments all the way through the workshop. Pictures are the most mobile elé¢neants:
destination in every case is a video editing application, but their starting points vary widely.
Printed photographs or handmade images might come to the workshop with participants, or
be in the hands of friends or family members far away. Digitatqgraphs might be stored
on the participantdés phone, on a friend or f
Facebook albumyVhatsAppmessage or other social media space. Finally, photographs may
be taken during the workshop, images might be faamthe internet and downloaded, or
drawings or collages might be created on paper or digitally.

There are situations in which the journey from starting point to destination is trivial, for
example if a participant brings their own up to date and-mealaged laptop to the workshop
with all the images they might need already stored, sorted and easy to find. This hardly ever

happend and, as always, those who already live-fiie inside abundant digital ecosystems
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find the process much easier to navigasntthose who are visiting from less privileged
neighbourhoods Althoughit is worth noting that having access to generous technical
resources is not always the same as being able to use them effctixprience and
confidence are also valuable res@s i this process, and those who lack either will have a
harder time).

For the vast majority of aspirant digital storytellers in South Africa, however, moving
data to where it needs to be is a challenging undertaking, and transport routes must often be
improvised during the workshop using the available resources. Here are some possible
scenarios:

1. Afriend or relative uses a mobile phone to take a picture of a picture, or of a
scene that the storyteller requests. They send the digital photograph to the
staryteller using WhatsApp, which compresses the image to usbdessvidth
losing some information or quality in the process. The storyteller saves the
picture on their phone and then uses a cable to transfer the picture to a folder on
a computer.

2. Thestoryteller has a picture they want to use on their phone, but no way of

transferring it to a computer because t
itdés not in the facilitatordos tool kit.
facil it at o cildasor shvesitttocapqrtabte Aash dfiva and the

storyteller copies it from the flash drive to the computer.
3. The storyteller knows there is a phot oc¢
deleted from their phone. Fortunately it was shared on Fakebothe
storyteller can download it, either from their own album or from a post shared
by someone else.
4. The storyteller borrows the facilitator
sessionthenthe facilitator uses Airdrop to send thietures directly to the iPad
the storyteller is using.
During the Lwandle workshops pictures travelled by all of these routes, or hybrid variations
of them. The background actors or enablers i
(MTN, Vodacom ancCell C being the most prominent), the State Information Technology
Agency (SITA) which provides and maintains the network infrastructure at the museum,
Apple, Facebook, Google, and all the engineers who develop and maintain communication

protocols and tosllike Bluetooth and Airdrop.
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One of the major advantages of using iPads during the second workshop was that
Appleds Airdrop utility made transferring so
wireless networking but ddsoeevsennd tt hnoevegdh iwe ec onue
the Museumbés wifi to access the internet, we

All of these transport routes require either a wifi network connected to the internet, or a
mobile data connection. Both of these arearius in different ways. Mobile data
connections are expensive and pedyaleeto ration their use carefully; and the last time |
visited Lwandle, the Museum had been without any internet service for three weeks. The
cables providing their connection hiaden stolen and not yet replaced, and SITArd

provided any alternative.

Storage

The digital files storytellers use during video editing must be stored somewhere that the
editing software can accegsmost always, this means in a local folder atoenputer, phone

or tablet. The most common storage problem is simpldihmg. One of the first steps in the
editing process is to import media files (images, video, audio) into the project, and users tend
to assume this means the file is now part ofpttegect in some integral and irreversible way

that it has in effect been eaten or incorporated. In fact, most apps do this by creating a
reference link to the media file wherever it is stored. If that file is later moved or deleted, or if
its name change the app will no longer be able find it and will show an error, as in figure X
below. This happens most often in digital storytelling workshops when files have been
moved around on flash driv@garticipants will sometimes import the media directly from

the flash drive, then later when the drive is removed lose the file. This situation is usually

fixable, but requires the time and attention of a facilitator.

36 The same theft left the library next door without electricity and unabilentdion, just as students were
preparingforyeae nd exams. See Jenna Etheridge, AfCabl e Thef't
News242019. https://www.news24.com/SouthAfrica/News/cahkft-cripplespublic-library-in-cape
town-20191023.
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Missing File

04 Ninh Village by Chis Goldberg CC Attribution-NonCommercial 2.0 Generic” is miasing. Try reimporting the orign

<« P »

Figure 3.6: An iMovie project showing a medidefihas been moved or deleted

Storage can also fill up, again a situation which is more likely orclast or old equipment,

and then something else must be deleted to make new space. Finally, digital files which exist
only as single copies, whether on t@ps, in phone galleries, on SD cards or on flash drives,

are always vulnerable to loss, theft or dama&d¢one of my Lwandle storytellers who lost
material in one of these ways had conventional backups on disks or flasid driveseveral

had uploaded piares to Facebook or sent them via Whats/gmal were able to retrieve

them. Social media has become a de facto backup option.

Power

Storytelling can happen anytime two humans meet, but digital storytelling is entirely
dependent on an electric poveipplyd without it even the most efficient fulgharged

battery runs out eventually (and the ageing laptop batteries characteristic of environments like
Lwandle are often unable to hold a charge and must be kept plugged inpPi@oma Story

Maker, the apmliscussed in the software section above, is part of a larger project which also,

37When ny own CPU failed in the middle of a workshop session, as discussed earlier in this chapter, my first
thought was that | 0 dd geiakly fbllewee li rekef thatsinak | storeialvmey wdrka i | ur e
in Dropbox, I wo ul dwdrkolsvas protectednay mfinandiah expedentélarnydo s
educational resources.
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for exactly this reason, includes a component called-Cdmar ge, fda portabl e &
solarpowered mobile phsmne charging stationo

The museum at Lwandle experiencedvpo cuts several times during my workshop
sessions, sometimes because of problems with the larger electrical grid but most often during
winter, when the buildingds electrical wirin
and computers all runnirgimultaneously. There is a backup power supply for the computers
to prevent data loss, and the problem was usually fixable by turning off a heater, but we all
knew the system was vulnerable, and every interruption was also a disruption of the flow of
theworkshop.

Beyond the reliability of supply, there are the mechanics of actually getting electricity
to all the devices which need it. My wusual f
does include extension cables and a variety of adajitees so, | have encountered all of the
following: power cables which are too short to reach the nearest power outlet; participants
rearranging furniture so they can all huddle around the sole power outlet in the room; cables
being pulled out becausepéop t ri p over them; plugs that do
adapters; and adapters that are so poorly de

are supposed to.

Figure 3.7: At some point every digil storytelling workshop becomes an exercise in cable

management

38Robinson -dMe al Com@aomity Media Tool kit.o 1.
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This focus on the minutiae of operating systems, power supply and data connections may
seem trivial: these are usually dealt with as mere housekeeping details, like the
announcements at tiheginning of an event about where to find the toilets and what the wifi
password is. But, as | suggested at the beginning of this chapter, the details of the myriad
ways in which the material elements of a digital storytelling workshop may fail to run
smodhly, and the ways people must compensate for and adapt to them, matter. The time and
mental energy taken up by problesolvingd by the housekeepidgis time and energy taken
awayfrom the creative and emotional work of crafting the story.

If one is to askvhat difference the digital makes in digital storytelling, this is part of
the answer: if it is to work at all it requires the support of massive infrastructural, technical,
financial and educational networks and resources. It is in the nature of infraitino be
invisible so long as it works properls a result, in weltesourced environments much of
what supports digital storytelling can be taken for granted. Examining it too closely would be
in some sense a waste of effort. Working in Lwandle dackg like it, however, removes
major parts of the digital storytelling support system from what can be taken for granted and

puts it back into the realwf what must be navigated and negotiated.

Space, food and hospitality

Iwould liketoconcl ude this chapterds consideration
by turning my attention to those el ements wh
and hence also emotional, experience of the workshop. In a 2018 paper DanelgdGaa

| conjured a scenario of failed participation in a university setting:

éthe bodies of the people in the room ar.
for. No introductions are made, so that many of them remain strangers to
each ot her . Whretpreseritagon mis overtimey thes f |

break is shortened to make up. We wonder: which bodies are

comfortable in this space (which contains taisle these chairs, that air

conditioner) and which are not? Whose body is awash with anxiety, who

is flushed oisweating, who is full of energy and enthusiasm, whose back

Is hurting, who is tired, hungry or thirsty, who is desperate for a toilet

break, who is sick, who candét hear prope
designed space, who has to leave early to attefairily caring needs,

who feels awkward, out of place and unwelcome? We have these

questions but we do not know how to ask them, and so we become

complicit in perpetuating the conditions we wish to see chasged.

39Pam Sykes and Dani el d sGac HeeqadjnAtiengts éSPiaciioe g EthiBsaof e
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As the facilitator of a digital storytelling workshégonsider myself responsible not only for
assembling the technical requirements but also for creating, so far as | can, a space in which it
is possible for people to feel comfortable. The physicatdéfioces of a computer lab, for
example, are very different to those of a church hall, lecture theatre or conference room:
chairs afford sitting and tables afford writing, but not all of them are comfortable and only
some of them afford changing the configtion of the room from rows to a circle.

Overall, the questions | ask about a space when assessing it for digital storytelling
would include: How many chairs and tables are there, how are they arranged and can they be
rearranged? How comfortable are théyow big is the space? Where are the power points?
How is the temperature managed? What are the acoustics like? What privacy options are
there? Where are the bathrooms? Where is the kitchen? And, very importantly: what does it

feel like to walk into thispace? Is it welcoming?

Figure 3.8: Not a welcoming space

C a r ®outld Afican Journal of Higher Educatiod2, no. 6 (December 2018), 88.
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The quality of being welcoming is affective and embodied: it can be recognised by the sense
of ease and confident belonging it produces. Welconpages offer places to sit and to

gather, a degree of comfort and clear signals about where to go and what to do; they act to
reduce the feelings of awkwardness, discomfort, suspicion and hesitance that might otherwise
characterise situations in which stgains meet for the first time.

To think about the quality of welcome focusses attention on hospitality, and on the
facilitator or convenor of a gathering as host. A host greets visitors, performs introductions,
shows people around a space, models apptedsghaviour, steers conversations, manages
conflict and offers food and drink. A careful host can mitigate the effects of hostile or
unwel coming spaces, although not erase them
Hosting matters. Being [at an@thworkshop in the township of Enkanini] last week
reconfirmed this for meholding space includes holding physical and emotional comfort.

The housekeeping details are not tai vial eve

In Lwandle, the spaces df¢é museum offered different degrees of welcome and
comfort at different times. During the first workshop, it had the advantage of being home
ground for my participants, a space in which | was the visitor. This meant not only that
participants already fe#tt ease, but could show hospitality to me as well as being the
recipients of hospitality. | was served coffee and biscuits at every visit; several times staff
members cooked and served fresh muffins from the kitchen; and we shared several lunches
around tle tables in the kitchen When | stepped into the role of host/facilitator of the
workshop sessions, it was within spaces that had been gifted to me as a guest. This turned out
to be an effective way of reducing the power differentials between me arestloé the
group42

During the second workshop, several of us were guests or strangers in the museum,
which continued to welcome and make space for us, even though it was not possible to offer
us full access to all t h #houghul soekuhegreup outsideo ur c e s
the museum. The first time was the story circle, a ritualised meeting which more than any

other phase of the workshop requires a space which is private, free of interruptions and

40Housekeeping is also, of course, gendered, which suggests that the lack of attention to it is part of a larger
pattern of disregarding the gendered work of caring.

41Hospitality isrelationa; it Arelies on mutual respect and unders
host , mut ual giving and r e cCeliivatingrCgnipassidti2p Har dy and T

42 Paul Thompson frames the acceptance of more than minimal hospitalitytascreg a fdApr obl em of 1
obl i goaftriooomot he oral historiands point of view, it me
shared by oneds host. In this case, a sense of mutu
Thompson;The Voce of the Past: Oral Histor\3rd ed. (Oxford University Press, 1988), 241.
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emotionally and physically comfortable. Rbirs | found a churchun cafe with extensive
grounds and outdoor seating a short drive away in Somerse{theserene atmosphere of a
garden is often good for story circjes

The cafe also had the advantage of providing a way to offer food andIdradkmade
it clear in the public invitation to the workshop that lunch would be served, but at the first
formal session one of the participants asked that | serve breakfast as well. It became clear that
she hadhat eaten yet that day, and not by choiclkee Buggested breakfast menu included
bread, cheese, jam and polony as well as tea and coffee, all of which | brought to subsequent
sessions (although | substituted peanut butter for the pdltmy country was at that time in
the middle of a listeria outba& that had been traced to polony and | did not want to poison
my participants).

By focussing in detail in this chapter on the material constituents of the ecosystem of
digital storytelling, | hope to have demonstrated the extent to which this is always fragile and
contingent. This is most starkly the case in places like Lwandle, warche& accommodated
or drawn inside the boundaries only with immense effort, always imperfectly and probably
only temporarily. This is expensi®ein time, energy and attention as well as financélly
and the resources that must be devoted to maintainingp¢hision are inevitably diverted
from elsewhere. In the next two chapters | will explore the stories themselves, and the ways
they were visualised as digital stories, to discover some of the ways they were shaped by this

fragility.
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4. Elicitation

We don't alk... we have never been raised to talk.

No one wants to tell his Black story.
They are too common, and we are too ashamed.

Each time we talk about things that can be experienced only in privacy or
intimacy, we bring them out into a sphevkere they will assume a kind

of reality which, their intensity notwithstanding, they never could have
had before. The presence of others who see what we see and hear what
we hear assures us of the reality of the world and ourselves.

Witnessing and regmding, testifying and listening transform our reality,
the realness of our experienceseé experie
reconstituted in the process of witnessing.

Assembling and maintaining the material elements of the ecosystem that enables digital
storytelling is effortful, but the storytelling itself can be a process of surprising grace and
ease. In part, this is because the digital storytelling workshop process has evolved a powerful
and effective set of tools for eliciting, containing and develgersonal stories. In this

chapter | will unpack this process in detail, drawing attention to how facilitation shapes the
stories that emerg@ein particular, to its inherent potential for coercion and how the liminal

zone between elicitation and coercionst be navigated. | will interweave descriptions of the
workshops unfolohg in Lwandle with reflections on how this illustrates some of these
dilemmas. | do not, however, want to lose sight of the fact that for all my attempts to
problematise the notiorf @oice, finding a voice remains a valuable experience for many

people.

The digital storytelling workshop process

StoryCenterderived digital storytelling workshops have, over the years, developed a more or
less standard set of procedures. The workshopmbegth introductions, of the storytellers to

each other and the facilitator, and to digital storytelling with a presentation that includes a

1 Masa Soko, posttory interview.

2Quot Kad iisni an D Stewart and Eunice I|val a, iSil ence, \
as a Site for Resistance and Remtbri on i n a South Af r i c aBntistHougnelefr Educ a’
Educational Technolog48, no. 5 (2017): 1164.

3 Hannah ArendtThe Human Conditiar2nd ed (University of Chicago Pre4998), 50.

4 Oliver, Witnessing: BeyonRecognition 106.
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number of sample stories and a description of how the-gtaling process will unfold. The

story circle during Wwich participants tell each other their stories follows, possibly preceded

by a set of storytelling exercises or prompts. Storytellers then work on their own, with the
facilitator standing by to offer assistance, to produce a written script of aroundo8@® w

which is then recorded to produce a voiceover. A storyboarding process may follow, during
which participants match their words to a sequence of images. The facilitator takes the group
through a tutorial in howo usevideo editing software, and theanticipants again work

alone, with the facilitator on standby, to craft their stories. Finally, the group assembles again
to watch the completed stories together and go through a series ofdkanggrituals.

There is a very carefully designed arc test processes. They are intended to take a set
of people who may be strangers to each other, constitute them as a group with shared norms,
create a sense of fAsafe spaceo in which peop
not otherwise possible, drthen to close the space again, dissolving its boundaries so people
can return comfortably to their everyday activities. Thi®aigourney in and then out

agaird characterises both the entire workshop process, and the story circle within it.

Creating a group

Constituting the group as a group, rather than a random agglomeration of individuals, is
important for several reasons. First, since doing any kind of personal story work entails
vulnerability, those who are doing this work together need to establishse of mutual

truste Second, when people think of themselves as members of a group they are more likely
to honour commitments such as attending sessions and abiding by whatever rules are agreed
to. Third, peers within a group are more likely to oach other mutual assistance and

support. This makes it possible to draw on expertise which might not otherwise be

51t is difficult to provide references for this claim because the skill is largely learned in the doing, by
experience, observation, conversation and practice. There is also a proliferation of practical guides and
handbooks aimed prinafly at the corporate training marRefor a particularly useful example, see Sharon
Bowman below. But for a sample of formally documented approaches (some of which | find uncomfortably
algorithmic or industrial), see Rog8chwarz, Anne S. Davidson, Marga€. Carlson, and Susanne C.
McKinney, eds;The Skilled Facilitator FieldboolSan Francisco: Joss®ass, 2005); SandychumanThe
IAF Handbook of Group Facilitation: Best Practices from the Leading Organizations in Facili{@am
Francisco: JosseBass, 2005); Kathry@ui ck and Jodi Sandfort, ALearning
Practicing t hGiticdl Pdicy 8tiidies| nos 3 (20h4y 30822; andDorothy Strachan and
Paul TomlinsonProcess Design Making It Work: A Practical Guidewhat to Do When and How for
Facilitators, Consultants, Managers, and Coacffean Francisco: Joss8&ass, 2008).

6Al n training, psychological safety means that, from
meaningful topierelated actiities that help them form a strong learning community, that is, a group of folks
who share a common goal of | earning t od@rarngfeom i n pos

the BACK of the Roon{Pfeiffer, 2008) 77.
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recognised; it reduces the workload on the facilitator; and, importantly, it shifts the power
balance away from the facilitator. This igfpaf what is being signalled when chairs are
arranged in a circle rather than in rows facing towards the front: that there is an intention that
power should not be focussed a single point. Of course it is entirely possible to do this
thoughtlessly orm bad faith, or to fail at all the other things which need to be done to
decentre power , smecessdrigdb anything at alli noraslit sufficemteéos n 6 t
achieve anything on its owrlt sends a signalonetheless

How does theonstitution of a group happen? My experience of facilitation suggests
that the process can begin informally, as people recognise that they are coming together with
similar intentions and will share a common experience. It is often useful, however, to
suppgement this informal process with a more formal session of establishing common goals
and standards for how the group will conduct itself. | chose not to do this agreement session
with the first group, whose members already knew each otheelhad alsdvad several
meetings together discussing the project before we actually started work, so they knew me
well. The second group, however, knew neither me nor each other, and so we began with an

agreements session.

7 For a demonstration, s@est about any seminar involving graduate students.
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Figure 4.1: Notes from the agreement session for the second group

I n facilitating agreement sessions | had pre
achieve in this workshop?06, Awhat wil/ mak e
you need to feel comfortable and productive

adequate, but in this session | wanted to experiment with something slightly different. | had

spent the previous week helping to facilitate a-fiay workshop, conveed and hosted by

Cape Towrbased NGO the Sustainable Livelihoods Foundation, with people living in

Enkanini, an informal settlement in Stellenbosch. At adeeinception workshop, the lead

facilitator Gill Black had used a framework of hopes, fearsjmmh e got i abl es ( fine.
Amustso) to structure the agreement session,
guestion about expectations, which sit somewhere between hopes and fears. In a way this
amounts to asking the same question several timeferent ways, in the hopes that

everyone in the group will find at least one form of the question productive.
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This kind of agreemergetting accomplishes several goals at once. It produces house
rules I i ke Adondét use yourenphemsepedurfiund ysoes s
participants around and encourages responsibility for meeting their own personal goals; it
creates documented success criteria which can be revisited at the end to assess how well
those goals have been achieved; and it sasfaequirements that the facilitator might not
otherwise have known.

There is another important but seldom acknowledged purpose to these sessions.

Foll owing the storytelling mantra fAshow, don
sample of my failitation style it is a performance in its own right. My intention is that |

Sshould demonstrate, rather than simply decl a
as valuable, that there is space for disagreement and dissent, that | am attmatiieth in

hearing the answers to the questions | ask, and so on. The trust that needs to be built is not

only between the group members but between them and the facilitator, and this is one of the

first steps in that process. If this trdmtilding fails it is entirely possible to go through the

entire agreements process as an empty exadrosest adultsafter all,have been through

enough similar exercises to know what is expected. There is a difficult zone of uncertainty

here: how do | know whether gale are genuinely engaging or just going through the

motions? There is no litmus test for this; it is just one of the moments whenustieust

oneds intentions.

At Lwandle, the group expressed that they expected to learn new skills and complete
their gories, wanted an atmosphere of respectful listening and attention and, very strongly,
that they wanted tbe a groupworking together as a team (recall that this was a group of
four who had previously beetrangerso each other). We agreed start, end break times,
and the group detailed what kinds of food and snacks they wanted. | had learned from
previous experience that my own notions of what constitutes good food are not universal and,
as discussed in the previous chapter, wanted to offer fobd/thdd help my participants
feel at ease and welcomed.

In this case, the group asked that | provide notebooks and peregninder to me,
along with the requests for food, that | had made incorrect assumptions about what these

young people could afford.

Waking the story senses
The presentation that follows the introductory session, some form of which opens every

digital sorytelling workshop | present, has evolved over years from a version first shared
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with me by the staff of StoryCenter (then the Center for Digital Storytelling) in 2010. | keep
the presentation on my laptop and attach it to a projector if one is avdilablié was for the
first workshop at Lwandg or if not, let the group gather around the screen while the sample
stories play. The presentation is usually in Engldthough it includes stories in other
languages with English subtitldshave also done ih Afrikaans but my isiXhosa is not
good enough for the task

This presentation is a liminal zone in its own right, a transition space between the initial
introductions and the story circle, a lestakes next step into the workshop that allows more
time for participants to settle in and get to know each other. It explains the storymaking
process and what participants will be doing for the rest of the work#tredpomakes it
clear, right from the start, that each story will have an audience, syeamghasise that
there is no obligation to share the story outside the workshop. The frame for these stories is
always public, even if that public is the very small and temporary one of the workshop group.

The changes | have made to this presentationtbeeyears have generally been in the
direction of simplifying it: | have removetiuchof the content and added space for questions
and discussion. This is partly a response to habits of deference to authority, seniority and
whiteness that are still degpgmbedded in South African sociefyssertiveness and
outspokenness are not, on the whole, traits that are highly valued and developed, particularly
in the education systesBreaking the mould in which an older (often white) person talks and
everyone ale listens and agrees (or at least pretends to) requires work. In particular, as |
suggested above, it requires a conscious decision by those in more powerful positions to step
back. In making this presentation | am, again, delivering a performance abothihgs will
be handled in this space.

For example, at Lwandle | preceded the presentation by first asking eachwipatup
they thought made a good story, rather than presenting a set of rules for good storytelling. My
intention was to affirm their owrxesting storytelling expertise and to encourage them to

view the sample stories in a mode of evaluati@s creators and critics of stories, not only

8Samantha Vicebés thoughts on the value of white silen
authority and seniority, note the fact that corporal punishment is still widely accepted irABamath
schools and homes despite being against the | aw Se
Corporal Puni shment in Mpumal anga Schoodénd, 0 2015. h
events/news/ceorporatpunishmenin-mpumalangaschmw | s; and Mi chael Swain, fASp:

Set s Danger oesdonfraf Retigomn South Afrip2017. https://forsa.org.za/presdease
spankingjudgmentsetsdangerouprecedent/.
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consumers. | sometimes describe this as fAwak
prime people fohow they might approach the story cirele.

In both groups, the first characteristic of a good storyshedticedvas emotion:
everyone agreed that a good story was one that made them feel something. Both groups also
felt strongly thatvabsteory wmaosth basfila factor
competence of the storyteller (how well the story is told), and of the perceived reality of the
stod il must be abl e t o Theyhgaetdahaticlaritytaral logical e x per i
sequencing wergnportant elements of a good story.

These initial conversations were slightly awkward and hesitant. Part of the reason may
have been the oddness of speaking about stories in the abstract, before having seen any
examplesAnotherreason was very probabliyat this was still at a very early stage in the
workshop, and participants were feeling out what was and was not allowed. Would | tell
anyone they were wrong, or mock them? (At the workshop in Enkanini | mentaboed, |
had been struck by how many pempkpressed the fear that they would be laughed at.)

This awkwardness tends to decrease with each succeeding round of conversation, once
the presentation has started and we start to talk about individual stories. | know a threshold
has been crossed thestitime someone expresses criticism or dislike of a story | have

selected.

Seed stories

The sample stories shown during the opening presentation are a model of what digital stories
ared perhaps the first ones participants have everdseg so they are a perful influence

on what stories are told in the story circle. Choosing which stories to include involves a dance
between several objectives, whichrmm always pull in the same direction. | want to show
stories that feel relevant to the group | am adingsand ideally reflect something of their

own lives. At the same time, | also want to show stories that stretch the limits of the form and
highlight some of its creative possibilities, and the opportunities for participants to reach
beyond their herandnow. | want to show what impact can be achieved by a certain amount
of emotional honesty, while steering clear of encouraging a level of disclosure that cuts too
dee® as | have suggested, there is a fine line between encouragement and subtle coercion. |

want to share stories that are visually ambitious or engaging, not content with the

9 This emphasis on stories as crafted objects which are opdtigoesrnot as spontaneous expressions of self,
is one of the ways to maintain the boundary between a story circle and a group therapy session.
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stereotypical and occasionally chaotic scrapfehe-internet aesthetic of some digital

stories At the same time, &lso want to avoid stories that are so polished tiegt seem

beyond what my participants could ever hope to achieve within the limits of their resources.
And finally, | must choose from a limited pool of stories | have permission to share publicly
or that are available on the internet, bearing in mind caings of language and cultural
distance.

On the day | formally began the workshop with the first group of Museum employees, |
repeated the first session twice so that the
duties at the same time. | showadtfa short video in which StoryCenter director Joe
Lambert discusses some of the history of digital storytelling, followed by four stories, all
around two or three minutes long, which is typical for a digital story:

1. Rac hel @was m&de m POL2 dugna workshop for community care workers in
Cape Town, organised and sponsored by adefunct NGO which advocated for
better pay and working conditions and taught techniques etaedf The story details
a typical day i n t hiesherexhaustomandfeelingsafr e wor k
isolation and abandonment, and describes how the NGO has helped her improve her
well-being, build solidarity with others and improve her relationships. It included
professionally taken phorthveaswaell #Ispictfrasom t he
staged and taken by me during the workshop, which was held over three days at a
church retreat centre near Cape Town. It was edited on a Windows laptop using
Vegas Movie Studiao

2. A Student Storwas made in 2014 by a group of figstar landscape design students
at the Cape Peninsula University of Technology to reflect on their involvement in a
project to design, build and plant a new footpath across a section of the campus. The
workshop was heldver three morning sessions in a large classroom, with students
working on their stories between classes. The students talk about how their own
involvement in a construction project changed their attitude to manual labour, from
seeing it asrtuyndwogrnkiof iteod rfiedcogni si ng t he |
in creating useful and beautiful structures. Some of the pictures used in the story were

archival shots from the construction project, but most were taken during the

10 Rachel 6s Story.o 2014. Digital story file in perso
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storymaking process, on an Awodt tablet supplied by the universifijhe story was
assembled on the same tablet using Com Phone Story Maker

3. Go Arisaistoy from the global digital storytelling canon, in which a lecturer
from a US school of nursing tells of a night towardsethe of her 16/ear career as a
flight nurse on emergency services helicopters, when the entire crew narrowly
avoided death by crashing into unseen power lines. Theskitiylly links the idea
of voice and assertiveness in personal relationships wittotifedent voice needed to
alert a pilot to danger, and makes excellent use of just five pictures, complemented by
music and additional sound effects, to tell a gripping story

4. Vi ct or ivea®madedrt 2017 Py a participant in a digital skills dgwelent
programme sponsored by the Cape Information Technology Initiative at their lab
space in Woodstock She describes how she moved from the rural Eastern Cape to
Port Elizabeth to complete her schooling and begin a diploma in electrical
engineering, bt then had her education plans derailed by lack of funds. She did
domestic work for many years until being recruited into an intestaetup by her
empl oyerd6s son. The story was made using

online video editing app Wadeo.14

After screening each story, | asked a set of egrasted questions intended, as before, to
encourage participants to think critically about the stories and to increase their sense of
comfort and confidence with me and with each other. These include qsdgt@rHow did
this story make you feel? What did you learn from it? What did you like, or not like, about it?
What would you do differently?
The responses to these questions are always diverse and often illuminating. The first
group strongly disliked #1R a ¢ hoeninunity care worker story, finding it oiseled and
sel-i ndul gent and expressing i mp aieelirgsaneforwi t h t
hersel fo. Even though the story describes ho
of isolation andshares these with others, it uses an emotional language-oaseiind

support with which the Lwandle group had little sympathy.

11AA Student Storyo. 2014. Digital story file in pers
12 Cathy Jaynes (n.d.). Go Around. Retrieved April 30, 2019, fidm//www.nurstory.org/story
gdlery/2016/11/9/gearoundby-cathyjaynes The other stories mentioned here are not publicly available;
the makers gave me permission to use them only in the context of digital storytelling workshops.
13 See http://www.citi.org.za/projetenaciti/.
l4A Vioeti ads Storyo. 2017. Digital story file in person
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The studentsod6 story about the constructi or
me mber comment ednetoh atT hfei ts trualeanttess htaal i nc | ude
photographs of themselves@aacting scenes from the story and photographs they had taken
of construction workers, and group said they enjoyed seeing pictures of people and settings
that were familiar to thenThere was some feeling that the narrator was perhaps a little more
mi ddl e class or privileged than the story su
story shows ignorance but alsbuyengbeing truetooneself per sonal gr owt h?¢

Go Around the US fight nurse story, was more ambivalently received. The group
|l oved the storyds pacing and its use of soun
beeping which suggests medical monitors), but some said theyotexstirely sure what
was goingon. The viewing conditions were not idéah digital projection of a story
containing mostly dark pictures in a room which cauttibe entirely darkenédbut much
of the bewilderment was a matter of language and cultural distance. The story, about a
momentof personal revelation for a middéged, white American woman, may simply have
lacked enough common reference points with this audience to be completely intelligible, a
point which gives extra force to ebe Stoupés
do not, it turns out, always translate well across differences.

Because, as discussed in the preceding chapter, the first group suffered a disruption
when two of its members left the Museum and three new people joined, | repeated a pared
down \ersion of this introductory session for the new members on Jun201Z when | first
met them. | left out most of the content which is discussed in the next section and instead just
showed the sample stories, swapping ouRhehelstory which had beeso poorly received
with Sunrise in an Unlikely Placs This story was made by a group of women who were
living in the informal settlement of Thembelihle south of Johannesburg, with the support of a
group of researcher s f r odBoclalbéenscastasd Instiuefor t ut e
Dispute Resolution in Africa, as part of a broader project called Community Stongihes
describes the womends struggles to earn a |
early childhood development centreasd asserts a sense of pride in both their own personal

development and their contributions to their commumity

15 University of South Africa and South African Medical Research CouBailrise in an Unlikely Place
(Institute for Social & Health Sciences, University of South Africa, 2015).

16 Institute for Social and Health Servicéginual Report 201%Retrieved April 30, 2019, from
www.samrc.ac.za/sites/default/files/files/260814/2015Annualrport.pdf

17See Ursula Lau and Mohamed Seedat, fAStructural viol
community narrativesinapeatpar t hei d democracy. o0 I n M. Seedat, S.
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This subgroup particularly liked i ¢ t o r i, agéais for 8stredatalyility, and like the
first group foundGo Arounddifficult to follow. They likedSunrise in An Unlikely Place
particularly for the song which begins and ends it, a 2014 collaboration between The Soil and
Ladysmith Black Mambazo callddamba UyosebenZ&o Work].
For the second workshop group, | repeated this second steries during the general
information and recruitment session on Februaty 2&L8. Then, since théwd already seen
several local stories, | showed three stories from outside South Africa during the first formal
session of the workshop on February27
1. The first wasSofas made in collaboration with StoryCenter and the Chicago
Coalition for the Homeless, which uses images of sofas abandoned on city streets to
carry the story of a young man who becomes homeless after the death of his
grandmother, hisrdy caregiver, and his journey to becoming a community
organisens
2. Beawamy,t her story from the US, is a nursedc
with who are survivors of various forms of abuse, how their experiences might
I 11 umi nat e @ariasd hismoomihgea teayms wahnvhat he cannot kisow
3. Finally,Ishowed=| as ldabhg ki cal story from the BBCOS
in which a man reflects back 70 years to his early schooldays in rural Wales.

In this group, we talked about what made a good story after viesafag so this story was
fresh in their mindsasthey®n der ed the question. My notes
speaker s, but the conversation again surface
r el atAflowihgeviewers t o fAs har e iascondideredeeoptter i enceo
hallmarks of a good storyhey liked themes of struggle, success and overcoming, and noted
that honesty was an advantage: fAdADondt hide t
stories can help people express feelingso.

I have no further details about reactions to individualesadturing this session
becausé chose not to make audio or video recordings of these sessions or the story circles.

This was partly because | knew it would be difficult and prohibitively expensive to transcribe

Enlarging the scope of peace psycholofjffrican and worldregional contributiongSpringer, 2017)203
220.

18Richard, W. (n.d.). Sofas. https://www.youtube.com/watch?v=VPrnDD51Y5s

19 Cowling, R. (n.d.). Beauty. http://www.nurstory.org/stgailery/2016/11/9/beautlgy-richardcowling

20leuan Sk e n . 2003. AFl ashback. 0 BBC Wal es. 2003.
http://www.bbc.co.uk/wales/audiovideo/sites/yourvideo/pages/ieuan_sheen_01.shtml
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them Mainly, however, it wabecause a perding device is never just a recording device but
also always a participant in its own right, influencing not just what participants say and do
but also my owrattention. Wiere there is a recording device, there is always a concern about
whether itis waking properly. A glance at the recorder to check whether the light is still
blinking, like a glance at a watch, signals that my attention is not entirely with the person
who is speaking.

In any case, my notes reveal that my attention was already matighgedthere is
far more in them about food, planning for the story circle to come and the particular
personalities and concerns of my four participants than there is about the content of our
conversations. This moment highlights the tension betweenlige of facilitator and
researcher: the facilitator must always be watching the process as well as being inside it, but
it is not the same observational distance or point of view as that of the researcher. | was

attempting to be both at the same timehvimited success.

Seven steps?
In the conventional progress of a digital storytelling workshop, this viewing and discussion of
stories is followed by, or interwoven with,
storytelling: owning your insight®wning your emotions, finding the moment of change,
seeing the story, hearing the story, assembling the story and finally sharing the story
Although to some extent arbitr@ywhy seven and not six, or eigbtthese steps have
proven to be a durable framewk for structuring workshops, for talking about digital stories
and for carrying the practice into new settings.

In South Africa, | have found that the first three steps in partiowtaich focus on the
reflective aspects of the story (insights, ematiand moments of change), sometimes
translate very uneasily into the contexts of my work. It is not entirely clear exactly where this
uneasiness lies, but | suspect it has something to do with how ideas of self are articulated and
connected withideas diite col | ect i ve. Il n the StoryCenter
storytellers move through a process ofseif s covery about the why of
Aa group process invites u=athasefisdirsteandithew our s
collective arises from the interaction of these selves. In South Africa, it more often feels that

the collective is firstSometimes groups of people elect to tell collective stories, and at other

21 Lambert,Digital Storytelling 53-69.
221bid., 545.
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time, with individual storied, sense a self working to emerge out of the collective. | raise this
with misgiving because the conceptutiuntuhas been so widely abused and commodified
that it has become almost a caricature, but it is probably significant that the yoimtzarse:
ngumuru ngabantd a person is a person because of other pdoigl&outh African.
Although a shallow version afbuntuhas been copted by what Pumla Dineo Gqola has
called rainbowis@ it he il |l usion of wunity and dsmissani mi t
the effects of hi 2 ibrmeyertheless poihteto arelatidna mpor ar y o
understanding of the self that | have found usgful.

For example: ATell a story about your name
myself, at the beginningf story-focussed events and workshops. The first time | did this
exercise, | told a story about the shock and anger | had felt when | got married and realised
that | would have to make a special application to the Department of Home Affairs to prevent
theaut omati c changing of my surname to my hus|
singular thing that was core to my identity, and was deeply disturbed by the idea that
someone else had the power to tell me what it was. After years of hearing storigsoabout
names shift in response to changing relationships, | came to think of myself as an autlier. A
isiXhosa language teacher explained to me how women, upon marriage, are given new names
by their husbandédés families, tyafbethgdbletwgos he had
by different names in different settings. | learned how names denote clan affiliations and
religious commitments, and how the names people use for the purposes of engagement with
the state and other bureaucracies are often difftn@mtthe names they use in everyday life.
| recognised how the loss of control over my own name that had so outraged me was a
commonplace experience for black South Africans, and that even now many of my white
compatriots routineldyfdéecluant®,blaadk i mpme®e M

choosinges

23Puml a Dineo Gqol a, ADefining PeopltoninMemphbryadtheng Powe
New Sout Arasformationds (2001): 1023.
24 Although this relational understanding is not, of course, exclusive to Africa. Feminist philosopher Kelly
Oliver puts it this wayfi We ar e rcentaiheld por semamatdeather, we are profoundly dependent
on our environment and other people for the energy that sustains us. Far from being alienated from the world
or others, we are intimately and continually connected, and responding, to them. We are by virtue of our
respos e to the biosocial e Mimessing: BeyoadtRecognitidiPB.unds us. o Ol
25See Simamkel e Dlakavu, iiOMMBrehme2015.Not That Difficult
https://www.iol.co.za/news/opinion/mynameisttibatdifficult-1826957 and Alyssa Kleifi, 2 0 1 6 | s
#TheYearWeMispronounceBack: Black South Africans Are Taking A Stand Against White
Mi s pr on u OkayAkitaiJanmary 4, 2016. https://www.okayafrica.com#flearwe-mispronounce
back2016southafricatwitter-hashtag/.
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Now I realise | was entirely wrong aiit the singularity of my name: | also, in fact,
have many names, because names are intrinsically relational. The child who greets me at
school withmomébl os Pamahadg me within a web
is the neighbour who calls me AAunty Pamo or
Where once | would have felt such names dsranutionor reduction of self, now I think of
them ratheas an extension, a recognition of the extent to which | am made in the spaces
between me and others.

The shift of perspective involved here is subtle but significant. | can understand myself
as an autonomous self who is enriched in the process of ¢mmaid exchange with others
or | can understand myself as actually constituted through my entanglements with others
(who may include both humans and frumans). It is not necessary to choose between these
perspectives, but it is useful to be able tetane or the other at different times, or to
oscillate between them.

So in the traditional | anguage of digital

the emotiono are part of a process of taking

own something (think of #@Aowning upo) is to t
perfect sense if the self ibutifmostoémyselfisduess bo
there, in between, i t d o eauth Affica, ghave often féouadn d . So

that this language feels discordant and out of place. My presentation of the seven steps has
moved in the direction of a far more functional set of guidelines about deciding what story to
tell and unpacking its emotional dent, less as a doorway to sdiscovery than as a tool for

telling an engaging story.
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Figure 4.2: An adaptation of the seven steps

There is another reason for this step back from a deep dive intofthtbes@lervasiveness of

violence and trauma in South African lives. This is not the background historical trauma of

apartheid which has been so extensively recognised, but the stuff of daily life:

The contemporary experience of citizenship in Sé\tita is largely
characterized by abandonment and trauma.
marked by the continual transgression of boundaries through multiple

forms of violences

| f fabout 75 %
over the

of Satledstone Wdlencealated tsauneatiepeatr i e n c e

c 0 u r smherothis rdalityasialivays preseattinitheleackground.
Many stories hintat@dbut t al ki ng di

rectly about onebds e

26Joanna Whelilimrg , TAdmofudr mati ono, 332. See al so Mamphe
Man: An Exploration of tVWioenc®and Subjdactivitgd. WeemafDasMratisuc ul i ni t
Kleinman, Mamphela Ramphele and Pamela Reynolds (University of Caiferass, 2000102 19; and
Ant hony Collins, AViolence
S o c i BAGrimeQuarterlyno. 43 (2013): 28B7.

27TMohamed Seedat Ni ekerk, Shahnaaz Suffl a
South Africabs Vi ol e%oothkAfritan dourrahdf Psycinologsiens. 2 (20114)€136. 0
7. https://doi.org/10.1177/0081246314526831. Emsjzhadded.

Il s Not a Cri me: The

I mpa
, Ashl ey Van
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destabilising and damaging, especially in the context of a-srontvorkshop where
professional psychosocial support is unavailable (and very possibly based on theories of the
self and of suffering which do not travel well across culturel).this context, when silence
can be selprotective, the kinds of probing quiests associated with a drive to self
knowledge can be out of place.

Working to facilitate digital stories in South Africa, then, | tend to avoid pushing too
deep Neverthelesanany people choossywayto tell stories they have never told before,
and reprt that they find the experience of sharing these stories with others valuable. This is
enabled by some combination of the seed stories, the opening presentation, the story circle
and the emphasis on group process: and since | am working with aduli,batance my
fear of acting coercively with respect for their own ability to make decisions that serve them.

As Amy Hill of the Silence Spealkdigital storytelling initiative notes:

Most people choose to tell their stories, even if doing so is quite
challenging, when they intuit that they have the strength and internal
resources necessary for doing so and when they sense that someone
capable of truly listening is available to hear them.

| ask participants to consider what story they want to tell, wimeans, what work they
might like the story to do and what makes it their dwmhat is it about this story that only
they can tell ? Finally, the question AWhy th
opportunity to reflect on the fact that at any givermmeat there are multiple stories that
might appropriately be told, that these stories might change from day to day, and that no life
is defined by a single stoey.
| combine these questions with others about the emotional content of.d staygest

that people pay attention to what they feel during a story both as tellers and as audience; alert

28For avery small sample,seemy L Hi ll , ADigital Storytelling for G¢
and the LimitsCoff PohtyvogaGiohal i @ender JuEdtice: Wo
Debra Bergoffen, Paula Ruth @drt, Tamara Harvey, and Connie L McNeely (Routledge, 20114026

Christopher Lol vi n, @A Ambival ent Narrations : Pursuing the
American Anthropological Associatipno. 12 (2004): 728 9 ; Ros e mar yingBmbddignent: i Wi t ne s ¢
Tr auma, Narrative and Theory at t h&usttaliamkeministn Fi el d

Studies26, no. 69 (2011): 29817; VanessRupavacfi Pat hol ogi zi ng Popul ations an
International Psychosocial Programs1 K o f\ltemativesi Global, Local, Politica27, no. 4 (2002):
489511 NatalieCl ar k, AShock and Awe: Tr aHumantiessnotlhe New Col
(February 5, 2016): 14; Siddharth Ash@rh a h , AEt hnomedi cal ioBaéPsychosdcishct i ces
Efforts i n Di s aCsoss€ultura AsdessmentotiReycholdgichl irauma and PESDE.
Tang and J Wilson (New York: Springer, 2007)i 64.
2Hi 'l , ADigital Storytelling for Gender Justiceo, 12
30Chimamanda Ngozi Adicki, fiThe Danger TEDfJupw20®i ngl e Story. o
https://www.ted.com/talks/chimamanda_adichie_the_danger_of a_single_story/transcript?language=en#t
1110024.
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them to the possibility that the emotional content of stories may be complex and sometimes
conflicting; and note that during the production process a tellectaamse which emotions to
highlight and which to exclude or downplay.

Identifying the moment of change, at its simplest, is reminding participants that unless
there is some change between the beginning and the ending, there is no story. A useful
simplifyingf r amewor k i s the idea that there are on
and AA st r an gdeeitherava godéookingfor thange) ar it comes to us
unbidders1 Knowing which of these kinds of story one is telling can help to clarify how one
figures as the protagonist or | ead character
about personal storytelling t hahipwithdheir change
own past experience:i# inherent in the structure of narrative that in a story | tell about
myself, | am necessarily the protagonist even when the events of the story subject me to
changes not of my own choosing. If the experience beidgas involved being victimised
or objectified, the mere act of telling is already a powerful reframing and reclaiming of this

experience. Kelly Oliver argues that:

There is no voice from inside victimization. Testifying to a witness opens
up the spaceotstep outside. For this reason, it is in the process of
testifying that the victim first comes to "know" his or her own
experience:

| would suggest further that it is the act of stamgking taking the raw material of

experience and crafting into a waskart, a shareable object that has a life independent of its
makeB which enables a neutralisation of the shame which often attends experiences of
victimisation. Sharing a story of oneds own
creation of solidaty and an assertion of agency that is very different from the experience of

answering questions put by an interviewer. This is not antithetical to a recognition of the

31Variously attributed to Tolstoy, Dostoevsky, Hemingway and many others, but most likely thiea@me
aut hor Jobat &hydedrt he construction of this adageo.
Plots: (1) A Person Goes on aQubtelinvestigatgr2Ol22) A Strange
https://quoteinvestigator.com/2015/05/06/tplots/.

320liver, Witnessing: Beyond Recogniton 92 . |t s worth stressing here tha
witnessing as inherently responsive and respabein opposition to theories of subjectivity which are
Aipopul ated with s u bojtea refersed tov asrobjeicts, gubjects strhggliong tadeny sheir
dependence on otherso; in fact, fAWe create an i mpos
separated in the first place. By presuming that we are fundamentally separated from tlamavotteer
people by the void of empty space, we at once eliminate the possibility of connection and relationships even
whil e we make desperate -B2).tempts to bridge that aby
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power of silence: out attentiveness to silences within and beyond stories is part of wha
makes them resonant.

Very little of this can be made explicit in the actual process of a digital storytelling
workshop, which has an agenda and a deadinet lies just beneath the surface and frames
the invitation to tell a story. If the framing wks, questions about the purpose of a story, its
emotional content and the change it tracks seem to achieve the goal of encouraging or
supporting stories that have stakes high enough to make the telling worthwhile, without
risking too much.

From adiscussion of the internal dynamics of story, the introductory presentation
moves to a more practical discussion of what comes next, after the story circle: script writing,
audio recording, assembling picturaad editing the story. All of these are mestef
varying degrees of anxiety to most people, and so much of what needs to be achieved is
reassurance and encouragement rather than simply giving information.

The prospect of writing is particularly fraught for people whose mother tongue is not
English and so during the Lwandle workshops this was an opportunity to restate an invitation
to use isiXhosa also stressed the brevity of the scripts required (typically380words),
and the idea of writing for the mouth and the ears rather than foreke/Atythis point |
often mention explicitly that much of what people were taught in school about writing can be,
and should be, set aside. The reminder that
(Working with people who are not confidently literaégjuires another set of strategies

altogether, but this was not the case at Lwandle.)

Write

250-350 words

Be concrete and specific

We and |: own it

Write for mouth and ears

A first draft is just a first draft

Figure43: The dAwritingo slide from the wor ksho
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Audio recording and picture taking, althdulgss familiar, are also often somehow less
threatening, perhaps because they offer the excitement of an encounter withdheanadesve

not freighted with the baggage of years of educational judgement and correction. | reassure
people that they do not netexpensive equipment, and alert them to the fact that they are
likely to be dismayed by their first encounter with their own recorded voice (although this is

becoming increasingly less necessary in the age avtiesAppvoice note).

Seeing the story

Talking about how to visualise a digital story, and the role of images, confronts the facilitator
with the task of reducing a vast landscam®vering at a minimum two centuries of
photographic practice and theory, with sevendlenniaof diverse visual culires hovering

just around the cornérto a brief sketch of ideas and techniques that will be just enough to
get the job done in a workshop spanning a handful of hours. The task is slightly easier when
participants arrive at the workshop with their own plgodphic archives of family snapshots
and, increasingly, smartphone camera galleries; it becomes a matter of selection and
presentation rather than of creation from scratch. But when the personal archive is limited or

even absent altogether, pictures mashehow be found, or made.
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See

What images come to mind?

What will they convey to an
audience?

Do they exist, or do you have to
make them?

Photo Tips

Move! |: Get up close
Move! 2: Different angles

Play with light

Figure44: Two of the fAseeingo slides from the in

adaptation from a presentation that was first shared with m@tbgyCentein 201033

Since itis always more comfortable to use something already existing than to create
something new, one of the great pitfalls of digital storytelling is that any storyteller with
visual gaps to fill and an internet connection will turn to Google ImagecBdefore

venturing out to take their own pictures. There are several results of this turn to the search
engine that are at odds with my understanding of my own role and responsibilities as a

facilitator.

33St oryCenter. 2010. i7StepsKeynote. 0 Keynote present
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The first result is a problem of attributidiew people | have worked with, not
excluding university students, are familiar with the conventions of acknowledging the sources
of their material, and internet culture as it has evolved over the past 20 years has encouraged
people to copy, adapt,-tese andshare images without thought for their original creators.
One can, as a facilitator, take pains to point out the ethical problems of this approach and
encourage use of public domain and Creative Comrhomssed material, but these lessons
very rarely takd there is simply too much going on. And in the rush of creation, even those
with the best intentions often neglect to make notes about exactly where they found their
images, sothdiyt he end of the workshop the ndnf or mat i
can only be rediscovered with great effort, if at all.
The second result is that interrseturced images often display features that | read as
problems of quality, like low resolution. Storytellers rarely have the knowledge, skill or even
desire to tdlthe difference between highnd lowresolution images, or to discriminate
bet ween various image sizes availabl e. Il n so
needed to download higiesolution images even if they did have this desire. Many, many
digital stories end up full of images that airelated blurry or sport watermarks (adding
copyright violation to poor quality). Animagethat bl urry because 1tds a
of ablurry but irreplaceable old snapshot is one thing; an inteages blurry because it was
hastily cutandpasted from the first screen of a Google image search is quite another.
| should acknowledge here that this concern with quality, although not unique to me, is
by no means universal; the literature of dig#talrytelling has concerned itself curiously little
with the visual. In many cases, any image that more or less successfully illustrates what the
storyteleris saying in the voiceover will do; but | am not satisfied with this. One of my roles
as a facilit¢or is to teach, and in Lwandle, as in other places, people agreed to participate in
the workshop understanding that they would learn new skills. Allowing a carelessly ripped
image to pass without comment would be an abdication of my responsibilityasharte
which | take to include supporting people to achieve things they did not believe themselves to
be capabl e of. The k edythese ® nodexternalaesthedipstandardIs i c a
can point to, so one of the proxies | use for quality idethel of care and thought the
storyteller has put into choosing an image, and what it means to them. Unless the storyteller
has a very clear idea about a specific image or type of image they want to use, they are most
likely to use a generic search tenvhich will return a set of generic and often stereotyped

images that do not serve the story they wish to tell, or reflect the effort they are making to tell
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it. I am careful to point this out in presentations, and will almost always challenge a
storytellerif | see them using images like this, and work with them to find alternatives.

This brings us to the final result of reliance on Google, which is questions of
representation. This first became very forcefully clear to me during a workshop | ran in 2012,
with a group of young men from townships near Johannesburg who were part of a corporate
programme to match them with workplace mentors. One of them chose to tell his story as a
rap, in which he described how music had helped him overcome life challerigekided
the Iine Anow | hear applause and cheers as
image of a group of sleek young white people crowded at a barrier, suggesting a rock concert
or celebrity appearance. In the context of a story by agdlack man from Soweto, this
image was jarringly out of place. It does have the virtue of calling attention to what kinds of
i mages are easily avail abl e.]expgeuencedthsiimagewas no

as a disruption of his storyfae el i ng of b efiteflgw. it hr own out o

Figure4d5:A Now | hear applause and cheers as

This is an almost inevitable consequence of the structure of the internet, dominated &s it is (a
least in the Englisispeaking world) by people from wealthy countries who occupy relatively
privileged class positions and are very often white. To take relativelyduiglity

photographs and upload them to the public internet so that they are sezaestthbl

downloadable requires resourdeghotographic equipment, affordable higeed

connectivity, knowledge of the relevant networks and systems, skill, confidence add time
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that are unequally distributed and favour the rich. As a result the images a@ivineir
environments that South Africans, and Africamgeneral see reflected back at them by the
internet are oddly skewed by the visions of tourists, journalists and other outsiders. A Google
image search for Lwandle, for instance, is dominated by nbat®graphs, alongside a
handful of pictures from the Museuifhe overriding impression is of unrest and deprivation.
|l took to calling this fithe white people pro
addressing it explicitly seemed to serve as better encouragement to go out and take new
photographs than apfdsdo creative ambition.

In Lwandle, when | demonstrated this to the second group with a live search using the
key word fAexcitemento and asked what the res
mentioned that the people in the pictures had their handbatghere were lots of wide eyes,
and lots of children. When | pointed out that they were also mostly pictures of white people,
one of the group members said she had thought of this, but dismissed the idea as not worth
mentioning (or perhaps, althoughestiid not say this, it was not worth running the risk of

offending the white facilitatorjs

' m.h T

Figure46:Fi r st page of results from a Googl e i mas
May 1 2019.

34 This is one more reason to have the conversation: it is a way of signaling that | am open to conversations
about race.
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None of this is to say that images off the internet are never appropriate; indeed, the internet
was an essential visual resource for most of the stories made in Lwandle, as will become
clear in subsequent chapters. My aim in the introductory session wasdorage creative
exploration, conf i de nmakingiallitieg @ad a moceithpughtfdl s 6 o wn
approach to finding and appropriating images.

As far as the making or taking of new images goes, | offer verylmares advice
during the introdctory session, hoping at the very least to alert inexperienced photographers
to the fact that there are more ways to take photographs than aiming a camera from face
height at an object in the middle distance. Everything else is left torenae coachingnd
feedback during the stoiymaking process. How this played out in the Lwandle workshops
will be discussed in detail in Chapter 6.

All of thisd the agreement setting, the sample stories, the advice, the demonstrations
and the discussi@ntakes an hour dwo during the actual workshop. The work done is
significant, howeve The facilitator must constitute the group as a group, establish a level of
trust among its members and between members and the facilitator, model the kinds of
engagement that are alledand invitedand give practical advice that will guide the next
stages of story telling and story production. At Lwandle, the screening of seed stories and the
discussion of those stories also served to awaken a critical engagement with how stories are
produced and to demonstrate what kinds of stories were being invited. The selection of
sample stories, then, is one of the ways in which a facilitator can most powerfully shape the

stories that will emerge in the story circle.

The story circle

The story aicle lies at the heart of digital storytelling, as of many other storytelling practices.

There are of course many other ways to elicit stories, either in conjunction with a story circle

or independently. There are exercises like creating a body map oruroiyimap, or

drawing a dAriver of |lifedo or fAtree of 1 ifeo
and i nfl uence.DOnecouldtell gswny abouhadpsture, orfareobject, or in

response to another story orto a promipT. eal Ist ory about this topicbo
effectively part of a storytelling facilitat
shared, copied, adapted, mashed up and passed on. Yet | and many others keep coming back

to the story circle: a gup of people who come together to share personal stories, in a space

that is both informal and carefully structured by a set of rules that mark it off as ceremonial

and separate from the everyday.
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Figure 4.7: Preparing for the story circle, May 2017

Why a circle and not some other arrangement? Why not, for example, arrange participants in

a couple of rows all facing the same way, and then invite people to take turns to stand up and

tell their stories to this audience? | have, interestingly, not been able to find this question

asked in any of the literature; it is simply one of the founding assumptions of digital

storytelling that stories are told in circléam aware of cases where peopledisse with the

story circle altogether, but in those cases participants simply work on their stories

individually. I do know that having asked the question, | would not substitute the story circle

for another way of telling because of what it signals abimiprocess. When people are

arranged in space so that one person is a fo

directed, that sets up expectations of performance and audhthey there will be a certain

level of polish and a particular kind aftention to the audience. Standing (or even sitimg)

front of others is not a position of vulnerability; one does not share the story, one delivers it.
By contrast the circle, as | have already suggested, signals an aspiration to some kind of

mutuality and egalitarian exchange:
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The experience of working in a group process is inherently democratic
and altruistic, everyone understands that they have something to give in
support, even as they have something to take as experience, knowledge
and hopefullyan improved story. We also understand the creative
environment to be essentially hopeful, that whatever we bring into the
story process, the work is to make beauty and insight out of it. The
process is also very much about supporting interaction andsa eén

group cohesions

Is this idealisticor even utopian? Yes itis. It is also, provided the process is managed
skilfully and in good faith, highly effective. Writing about this puts me straight into the
uneasy contact zone where the appreciative,lderental stance of the facilitator rubs up
against the critical, evaluative stance of the researcher. The researcher wonders about subtle
manipulations and coercions, about how power operates when it denies that it is powerful,
about pressure to producerformances of harmony that mask underlying frictions, about

how the invitation to tell certain kinds of story might suppress or silence others. The
facilitator responds that yes, all of this is important and worth thinking about; but really, what
is one b do? The world is full of imperfection and there is a thing here that works a lot of the
ti me, so | et 0 scepticgsmAtdest Itagpieerto maintainvaipasition right in

the middle of this tension, where a coolly critical eye can refided&ect a practice without
undermining the grounds of its possibility.

So, in this practice, how does a story circle actually work? It is structured by a set of
core rulesgs some of which are so takdar-granted as to remain largely unspoken and
unwritten. They are:

1 The story circle is bounded in time and space: it happeaparticular place, at
a particular time, and has a clear beginning and ending.

1 The story circle, while it is constituted, is closed; participants do not enter it, or
leave it umess this is necessary for their own welfare (on the rare occasions that
this unspoken rule is violated, it is felt as a disruption or disturbance of the
circle, which is how we know it is a rule).

1 The circle is held in a private space that is free dfalitions or interruptions.

35Lambert,Digital Storytelling 72
36 These areules in the sense of accepted proceduteere is no particular sanction or censure for breaking
them, but doing so would change the nature of the game.
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1 The circle has a leader or facilitator who keeps time, maintains flow, monitors
adherence to the rules, maintains the boundaries and declares the constitution
and dissolution of the circle.
The rules which arexplicit, and which | explain before every story circle, are:
1 The time and space are to be shared as equally as possible between all the
members of the circle; each one must have their turn to speak and be heard.
There are no observers (this is anothesoed avoided recording these
sessions).
1 Only one person speaks at a time. This is not a space for conversational turn
taking but for focussed sequential attention on one person at a time. Once a
story is begun, listeners must wait until it is finishedobefspeakingz
1 Every story is to be received and acknowledged as a gift; every storyteller is to
be thanked.
1 The space is understood as one of development rather than critique. Questions
or comments are to be framed in ways that help the storytellefine and craft
their story. Sometimes, following a StoryCenter cue, | suggest members use
phrases | i ke Aif this was my story, [
1 Since time and attention are rationed, digital storytelling facilitators typically
discourage comments that merely gest agreement or approval. Participants
are encouragedtouserore r b a | signals |l ike finger c
gesture to signal their support of s o0me

particularly powerful moments in a story without breaking its flow.

To demarcate the story circle | might use a number of techniques, include marking it off in
time by placing it, for example, between a tea break and a lunch break; marking it off in
space by rearranging furniture (a circle of chairs without a tablemisnom) or moving to a
new location altogether; lighting a candle or placing some other significant object in the
centre of the circle; and opening with a prayer or meditation.

There were three story circles in total during the Lwandle worksloopsfor theinitial

group of Museum staff on May &@017, another for the three new members on Jure 21

37 Under exceptional circumstances the facilitator may interrupt a speaker, for example if theygregoin
far over their allotted time, if they are lecturing rather than telling a story, or if they are so distressed they are
unable to continue.
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2017 and one for the second group on Maref2@183s For each of these | used two or more
of these circlemarking techniques in combination (the final story circle was held outside the

museum, in a garden cafe run by a church in Somerset West).

[ i

Figure 4.8: Checklist for a story circle

After the ground rules had been established, all the story circles opened with a focussing
meditation | have developed over several years, and which seems to be a particularly potent

key for unlocking story space. It begins wéliocus on the body, inviting people to stretch,

put down anything they might be holding, close their eyes and move about in their chairs

until they are comfortable. This is followed by three leisurely deep breaths, and then an
invitation to each persomw bring to mind a space in which they feel at home and safe. | ask

them to use all their senses, not only visualising this space but also bringing to mind sound,
smell, and tactile details like temperature, air movement and the texture of the place where

they are sitting. | invite them to imagine themselves at leisure in this space, using words
along the Ilines of: #AAll your tasks for the
children are taken care.ddobody needs you for anything right noviou have all the time

youwantdo | t hen suggest they bring into the spa
and invite them to imagine that this person is waiting to hear their story. After giving people a
few moments to fix all of this in their mindsd see what story emerges into this space, | ask

them to recollect themselves in the present

38 Some facilitators repeat the story circle twice or more during a workshop as part of the story development
process; this is an extension of my practice | am would like to explore in the future.
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eyes are open, | invite whoever feels the urgent pressure of a story to start when they are
ready.

This is a technigel to be used with cautioham suggesting, and implicitly promising, a
safe space in which vulnerable stories will be received with care and love. There are dangers
here: | have no control over anyone else in the circle, so what if | cannot fulfil timsse?
What if someone, carried away in the moment, reveals something they later regret? What if a
story exceeds my own capacity to receive it with care? What if a story unexpectedly triggers
a trauma response in the storyteller, myself or someone dlse @ircle?

There are a number of ways to mitigate these dangenting withthe opening
exercise of setting agreements the introductory presentation, as noted aboasd
explicitly note that storytelling might have unexpected personal consexpiand ask,
foll owing the | ead of StoryCenter: fdare you
avoid probing too deeply and redirect others if | sense that questions are beginning to touch
dangerous territory. As | noted above, this is somgthhave learned the hard way, given
the prevalence of violence in South Africa. In one of the very first digital storytelling
workshops | ever facilitated, one participant told a story about the death of a colleague which
appeared cohereriut she therfound herself unable to transform it into a scripte
substance of the story wouhdt hang together and kept slipping through her fingers. In the
end she made a much smaller, modified version of the story which only hinted at what she
had spoken of ithe story circle. | felt this as a failure of my ability to support the story, and
only understood when a psychotherapist frien
thatds characteristic of traumao. theevanisma i s
that caused it fit together into a coherent narrative that has meaning

There is a very delicate boundary to be navigated here. On the one hand, moving out of
oneds comfort zone is a precondi txperianced or gr o
of digital storytelling will enable them to grow in some way, evenif just by acquiring
new skills. It is myresponsibilityas a storyteller to teach, support, encourage and challenge
when appropriate to achieve this goal. On the other,leadijital storytelling facilitator is
not a psychotherapist, and a story circle is not a therapy group even if it draws on some of the

same principles. Sometimes probing questions about a story help to clarify it or bring the

39SeeGachago and Sykes, fANavigating Ethical Boundaries
Educatiletho, 91
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storyteller to new insighgnd sometimes they are an indulgence of an appetite for drama
which can verge, at its most extreme, on the exploitative or ghoulish.

StoryCenter cofounder Joe Lambert puts it this way:

The art of facilitation is andh | istening
unconscious vulnerabilitiesto delicately probe the borders of the extent

their ego can withstand critique. Over time, erring on the side of caution

yields a safer and consistently more successful process, while pushing a

storyteller at precisely ehright moment with the right suggestion can

yield a transformative breakthrough for the story, and the storyteller.

Some qualified risk versus reward is part of our intention. We want our

storytellers to go deeper, farther, be more complexly nuancedhigan

may have before in their creative process.

Yet simply claiming the space within which to tell a story is already, for many people,
pushing way beyond their comfort zones; scarcely any of my Lwandle participants were
engaged in any kind of consciousorleng r m ficr eati ve preeesso whi
further. Creative boundaries and emotional boundaries are not at all clearly distinguishable
when it comes to personal storytelling, so i
more ethical as well as safer.
Beyond this, it is necessary to truSine must trust the process to create a group
dynamic and ethic that will honour the stories, the group to support each of its members, each
individual storyteller to be able to manage theirown€we# i ng, and oneds own
facilitator.
PetraMunro Hendry, critiquing an approach to narrative research that views personal
stories primarily as objects of study, or data to be interpreted and verified, speaks of faith:
AFaith in the story is a politicnatlas act i n wh
incompl ete, but as meani ng makemnmnSheaaedthat ent r a
Awe have no epistemology of I|isteningo and,
that | istening is fNa sense otdbehteanspdsitonofng and
hearing proper into the realm of the spiritu
It feels a little academically disreputable to write of the spiritual and the sacred, but
there is no getting away from groperly constituted, a story circle is a sacred spaweit is
this sense of the sacred that both calls forth powerful stories and shapes their reception. The

power with which this space is charged is able to match and contain the power of the stories

40 Lambert,Digital Storytelling 73.
41PetraMunrdidHe ndr y, A The F uQualitatige IrdirylBlreordr(20a7): 404 . 0
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that emerge, and the emotions that may emerge with iedtes the conditions for stories to
be heard with reverence and respect, far more powerfully than any rules about confidentiality
or nonjudgement that may have been agreed at the start of the workshbmugh the
bureaucratic ritual of signing a card form

The story circle is, in effect, a space of witnessing, in the sense used by Kelly Oliver in
which witnessing is an act that can repair or restore a subjectivity or sense of agency that may
have been damaged by experiences of objectificatonwe r di nat i on. AThe 1 m
testimony, 0 she writes, i s 0t h$estimbnyasoslyf or mat i
possible in the presence of someone who is willing to take on the labour of bearing witness:
AThe perf or man c aesfonfativevbedause isestablisiges thesdialbguea
through which representation and thereby meaning are possible, and because this
representation allows the victim to reassert his own subjective agency and humanity into an
experience in which it was annidied or reduced to guiltand selffbo u s e . 0

Of course not every story uttered in a story circle is about experiences of victimisation,
oppression or subordinati®rbut in the aftermath of apartheid, such experiences are baked
into the everyday background Ilde in South Africa, always present even when they are not
explicitly addressed. | have already made the point that there are few South African lives
untouched by trauma, and most of these traumas are interlinked: living with the diminishment
anddenial® oneds humanity that characterised apa
loved ones experience (or commit) violence, family disruption, physical and mental illness
and the humiliations of poveidya story that touches on any one of these hints Hieall

otherss2

*kk

After each story has been shared and acknowledged, there is an opportunity for comments,
guestions and feedback. Lambert suggests thi
t o t he g rdthgtfacijtatarsishosldfocus on the group process and allow others to
manage the shaping of the story. | have found this very difficult to achieve. Many of those

who participate in my workshops are unaccustomed to group processes of this kind and may

be relictant to say anything that might be construed as crititisspecially when, as in

42 Given the statistics, it is also of course highly likely that many of the people who have passed through my
digital storytelling workshops have been perpetratomsedisas victims to or witnesses of violence; yet | can
recall only one story in which a teller acknowledge his own violence. This is one of the most silent stories of
all.

43 Lambert,Digital Storytelling 78.
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Lwandle, they are colleagues who may not want to risk disrupting the everyday working
together which they must resume after the workshop is over. There are also therfacts of
own privileged racial, class and language positions, to which people often defer and which |
have not succeeded in negotiating a way outnopractice, feedback during the story circle is
often limited to expressions of appreciation, comments on lgteners feel they learned

from the story, some questions of clarification and mentions (usually from me) of particularly
vivid or resonant words, phrases or images. | do not make video or audio recordings of story
circles, but | do take notes, includingphrases and expressions | find particularly powerful
During the script writing process which follows, reminding tellers of their own words can
help to restore vigour to a story which has become diluted in the more formal, and often
unfamiliar, processf writing.

Once the last teller has finished their story and received feedback, | close the circle by
offering final thanks for the stories that been shared, running again through a quick
explanation of what comes néxthe scripting, editing and recordjrof the storied and
inviting comments on the experience of the story circle as a whole.

During the three story circles at Lwandle thirteen stories were told and ten digital
stories were complete@heremaining threevereabandoned after scripts had beetiten,

t wo because the storytellers |l eft the Museun
other commitments and was unable to attend workshop sessions.

Produced inMuyuziyam Yamagodukthe fimuseum of the ones who go hamehich
is itself full of ambivalent stories of home, the stories are resonant with themes of ongoing
migration, dislocation, relocation and the ruptures of family and self that attend all this
movement. In the followinghapten will introduce and discussach of these stories in turn,

in the order of their telling.
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5. Telling

Any telling is produced of silences and erasures.

The stories told at Lwandle were produced in multiple iterations and multiple forms. There
were the verbal stories told in the staiscle, sometimes from drafts already writtd@ihere
were additional written versions produced by each storyteller, then revised and edited in
conversation with me as facilitator to become script®rewere the recorded voiceovers,
read from the script ith some changes made on the fly, including in one case a live
translation from English intsiXhosa There are the completed digital stories which include
images, effects, music, titles and subtitles in addition to the voiced script; and finally, there
are transcripts of these completed stories, in three cases translatadiXioosa to English.

| strongly encourage readers not to rely on the story transcripts alone, but to watch and
listen to the completed storieshdve embedded link to the onlinesideo file for each story
in this chapterclicking or rightclicking on the image should open ttigital story in a
browser window. Alternatively, the full set of digital stories can also be viewed online at
Vimeo.2 Transcrips are includedn Appendix A Not all the storytellers gave permission for
their stories to be shared publicly, smme of them are passwepdotectegiplease contact me
via email pam@pamsykes.confor the password.

In what follows, | present the final version of each story, along witlcaountof how
the story developed and what | hear and see in it.adusunis informed by my notes as
well as by interviews | conducted with the storytellers afterwards, individually and in groups.
These interviews were not oral history interviethey were not intended to flesh out the
stories, to provide extra information or to confirm or deny them. Rather, they were intended
as an opportunity to reflect on how patrticipants experienced the process of story production
and how they made decisions abatnat to include and what to leave éuhe interplay
between voice and silence. | am not interested in the stories as evidence or testimony so much
as | am interested in the processes of their telling, and what this did for the tellers.

It is worth repeating here that | was in some respects in an anomalous position in
Lwandle: | was not called in by the Museum or by the storytellers to achieve their own

purposes, but was asking them to help me achieve mine. | did not have any particular theme

1 Fiona RossBearing Witness: Women and theuth and Reconciliation Commission in South Afifcandon:
Pluto Press, 2003), 5.
2 The URL ishttps://vimeo.com/showcase/6574073
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or topics in mind and did not explicitly prompt for any. Nevertheless, the stories that emerged
share common themes and common structures. There are several reasons for this: the
commonalities of experience that mark lives shaped by the limitationgsinigtions of

apartheid; the influence of the seed stories | showed and the discussions we had about them;
the Museum and its own storiesid the mutual influencing of the story circle. Mandisa

Jacobs suggests:

Once | saw that it wasn't only me who haghd story to tefi once |
heard other people telling their stories, it was much eagiefaiome to
share my story as well.

Finally, my presence as an outsiddn particular, as a white South African outsidarery
likely elicited stories that participants would not have chosen, or not have bothered, to tell
each other. My presence licensed the telling of stories about things tb#temgise not

spoken of.

Growing up without a father

Figure 5.1: Growing up without a fathefclick to play)

Anele Kalipa told of a childhood spent not knowing her father, and a journey in early

adulthoodto find him. Her final script is very close to the story circle version, including her

3 Interview, September 20th 2017.
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choice to end her story at the moment of meeting her father, when all possibilities were still
open. She made this choice despite being well aware that her audienddikebyihave
and indeed, did hademany questions about what happened next. The answers to these
guestions are deliberately withhefthe gives us a celebratory moment of meeting, but no
Ahappily ever aftero.

In our interview Kalipasuggested severalagons for this, starting with the fact that
the story has not, in fact, ended: Ait's sti
still going throughts She chose this story, out of many others she might have told, partly as a
way to shke a claim to her own relationship with her father in the face of a number of
continuing pressures and conflicts. There are ongoing complexities within the paternal
relationship itself: Al stildl neededandat f at h
got his own family, you know. So someti mes |
family. o0 Ther e .Hare pmdrseon twsi & erre li asstsiucersss hi p end
her father never paid the traditional damages that were due tani¢y ¢ a fact that has
sparked continuing resentment and confhithin her extended familyShe did not want to
be caught between her father and the rest of
now, so if they want to solve the thing they gililve it. So that's why | chose this story,
because | see that it's going to be a long |

She also chose not to share digital story beyond the circle of workshop participants
and a few carefully chosen friends and family members, sdyiagtt i t was @] ust f
She feared that if other family members sawldeq, it would create additional conflict and

drama:

4 There is a convention in the digital storytelling literature of using first names only to refer to workshop
participants. This creates a certain sense of intimacy and comfort in addition to serving the needs of
anonymity, but | am choosing to break witletconvention here. This is both because several participants at
Lwandle asked very clearly to be acknowledged by their real names, and also because | am uneasy about the
distinction set up when | use first names for participants and last names for aitftbrscould use full
names every time, but this feels clumsy in the writing; so for every person named here, whatever their
contribution, | use their full name first and then surnames.

5 This and subsequent quotes are from our interview on Augus223m

6 Within Xhosa culture, if an unmarried woman becomes pregnant her family can claim a payment from the

father, calledntlawuloyesisu See Pamel a Maseko, fAlsi Xhosa for Law,
Languages, 2011), 54 . hashadfa thopregnaretys and ifih® doesenot ask forahe
girl és hand in marriage, the child born out of wed|I

maternal family. S/he will assume his/her maternal family hame, clan name and practisestoens even
if her father is known. Even if the woman were to get married to someone else, the child would remain in
this home, and normally brought up by maternal grandparents. So in isiXhosa, traditionally, there is no
illegitimate child. o

7 Kalipa didgive permission for the story to be used for research purposes and in limited spaces such as other
digital storytelling workshops or even public screenings; it was specifically viewing by her family she was
concerned about.
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|l tdéds the truth, but maybe there are peo
story, so0oé butetchatses I[HWow Igofte@mlo, one to
the story, so now that i1itds out of my ¢
Kalipa used the word Acl osureo about her exp
closure now because | dneenevdrdspbkenstabygetl

it. o
It may be useful, at this point, to distinguish between various notions of ¢leswe
popular usage of the word overlaps, but is not identical with, other more specialised uses. In
psychology, the idea ofasure is associated both with Gestalt therapy and with more recent
developments in cognitive psychology. Gestalt theory holds that when a person suffers some
kind of disruption or disturbance to an existing equilibrium, they must work to assimilate the
cause of the disturbance into a new, modified (and itself inevitably temporary) equilibrium
This assimilation of something new into the self is referred to as Gestalt cddsfitien
cognitive psychology, the ter'mesifefoeaefiitn f or cl o
answer to a questi on andnpapularawtueerthe telonns used wa r d
more generally to suggest some kind of resolution to distress, a wrapping up and putting
away of an experience as a precursor to fimov
In the case of narrative in particular, closure refers most often to a certain sense of
completenesand resolutiodd a typing up of loose ends that is distinct from merely
stoppingio It can also refer to the formal elements of the story that enable aaneedo
make sense of what iIs going on, Aunderstandi
i demo
In South Africa, a particular conversation about closure was set up by the Truth and
Reconciliation (TRC), the quagidicial and quastherapeutic ppcess which sought in the
1990s to Adeal witho the violations of apart
individual victims of gr osé&ehamsdorsaug tetdés awi d

core emoti asleladdnmc et ca&,itigues that victims

8PeterMor t ol a, A Mariromt iamed Feersmal t Cl osur e: Hel ping Clie
Through Stori es i n GéstaeRevielBeao.4ai@u30R@ Setting. O

9ArieW.Krugl anski and Donna M. Webster, fAMotidvtated Cl os
Psychological Review03 no.2 (1996): 2633.

10 Although this relational understanding is not, of course, exclusive to Aftritde ar e rcentaindder sel f
nor separated. Rather, we are profoundly dependent on our environment and other peopiadogyhtbat
sustains us. Far from being alienated from the world or others, we are intimately and continually connected,
and responding, to them. We are by virtueKelyf our re
Oliver, Witnessing: BeyonRecognition 198.

11 Lambert,Digital Storytelling 67.

12Col vin, AAmbivalent Narrationso, 79.
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asked to perform traumatic but ultimately redeeming stories of suffering and recovery for the
benefit of a closel wawdtthanhginhei odeahdofvoéo
exid primarily in the minds of many uukds advoc
prominent were the everyday violations that did not constitute injuries but which continue to
reverberate. Fi ona Ross, readi ngutdgrasd ween t he

injuries, notes that:

Hi dden within womends words are narrativ
kinship, of the alteration of timeds exp
economies in shaping experience, of the intrusion of the state, and of

womenods ddaemptstndreate ahd raaintain families. Read

together, the accounts describe the penetration of violence into everyday

life.15

These are precisely the destructions and di s
be seen, several others). Agaial this background, the story does interestingly ambiguous

work with closure, simultaneously claiming it for herself and refusing it, in the sense of

narrative closure, to everyone else; her story simply stops. This resistance to meeting

audience expeations is a bold move, shifting our sense of who and what the storgis

Kalipa has used her story to accomplish something for herself, but leaves her audience

slightly uncomfortable, and forced to confront the reasons for that discomfort. We are offered

an intimate glimpse into her world, and at the same time reminded that this intimacy is a

privilege granted entirely on her own terridée may guess or speculate, but cannot presume

to know anything more than whattellswgyohgev e been
so far, and no further. She has chosen a silence that is also a refusal of a certain invitation
inherent in story to cater to her audience, to see to their.rfgeelands the burden of this

particular form of emotional labour back tq ts deal with as best we can.

131bid., 82.

l4Harvey M Weinstein, AEdi tori al Note: The Myth of CI
on Five Years as GEditor-in-C h i énfernational Journal of Transitional Justi& no. 1 (2011): 6.

15Ross Bearing Withess48.
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My graduation day

My Graduation Day

Figure 5.2: My graduation day(click to play)

Masa Soko took the next turn in the story circle, telling a story about being the only one of
seven siblings to go to university and complete a degree, and how the support and sacrifices
of her single mother enabled her to do this. The climax of the istting moment at her
graduation when her mother, followed by other women, stands up and ululates in triumph.
Unlike Anele Kalipa, Soko said that her story was consciously addressing a wider audience

with a clear message:

Your background does not definewo you can be educated even if
there is neone working at home, there is no money, the struggles
shouldn't stop you from pursuing what you want to do in life, because
there are things that you can do.

But like Kalipa, Soko is using the opportunity take a claim to her own version of her life
story, one that may be at odds with interpretations made by outsiders like me. During our
interview, we discussed whether her story was about being poor. She was adamant that it was

not:

Thereisnotasingleisngl e day where | 've seen myse
there were times when we didn't have food, there were times when we
didn't have electricity, there were times when we didn't have money, but

16 This and subsequent quotes from our interview, August 30 2017.
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|l " ve never actually felt oO6yd#tu know what
like that. | thinkit's here [tapping head]... we were never raised to feel
like there was something missing.

For Soko, the idea of poverty is associated with utter destitution and starvation, with having

an absolute lack of choices and of social chdiiaring our interview she told a

supplementary story, of days when she and a fellow student would choose to walk to the

station and take a train to campus rather than using a more convenient and expensive taxi, SO

that they would have extra money to lmatsbys: ASometi mes it was f uné
deci sion that we make. 0 | read tskilfus as a cho
management of available resources. These resources include the support of her family, to the
extent thas sbe mptesorviltlIt's my family's s

point in the next chapter, discussing the visual choices she made).

Ukuba ngumzali oyedwa / To be a single parent

Ukuba ngumzali oyedwa

To be a single parent

Figure 5.3: To bea single parent

Next in the circle was Nontsikelelo Cotiyana

story from the other side, about the emotional and financial struggle of raising two children as

17 A gatsby is a Cape Town street food classic, a long sandwich stuffed with meat or fish, hahdtspsice
and designed to be shared with friends. I8§&s://www.capetownmagazine.com/gatsiayndwich
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a single mothets Like Soko, Cotiyana has chosen in the final script to highlight her own
agency in the face of challenging circumstan@®g climax of her story is the moment when
she is able to provide the outfit her daughter wants for her matric dance. This decsmon wa
direct result of an interaction in the story circle. After she had told the first version of her
story, | asked if she could identify a single moment that summed up her experience, and this
was when the story of the dance surfaced. When | pointetiatuihis was a significant
achievement she became tearful, overwhelmed with emdtios was the only moment

during the story circles that | needed to use the box of tissues that is a usual accessory.

What to do in, and with, such moments of intense &mas critically important in the
story circle. The emotions must be allowed, acknowledged and honbui¢idey must also
be contained, for the sake of others in the {iméted circle as well as for the sake of the
storyteller. Taking a moment to haader tissues, offer whatever other physical support
seems appropriate in the moment and allow the person to compose themselves is usually
sufficient, as it was in this case. | also took the opportunity to return to what is noted in the
introductory presemtion: that intensity of emotion felt in the story circle is an indication of
where the power of a story lies. When it comes to developing the story as a script to be read
as a voiceovér when it starts being craftex$ a storynot just a recounting of prriencé
these moments are valuable guides.

Cotiyanaods final script, written in isi Xhc
ndim i setyenzel we ndi mo ( b ardlilsbthatthiswds! , and |
Angoncedo | uka TohGod).dnithe finalistorythid ishbackdd ap by pictures
of her in her church uniform and the interior of her church. Her faith, she suggests, is an
important part of her resilience. She underlined the point in our interview, noting that when

one is livig on a limited income:

Everything is about money. .. but then vy
even though you dondét know how you are
that hope of our Creator that stores 1in

you need help. So,iwt h t hat hope it keepsé you kee
how hard it isto

During the interview Cotiyana also revealed that the story contains a veiled tribute and

message of support for her daughter:

18There is a deep silence in this story, as in severa
19 This and subsequent quotes from our interview on Seehsh, 2017.
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You look at this child and you see this child is trying het.ldgise is
attending school c¢classes every d
want to disappoint heré | wanted
appreciating her, that youbre do
than that.

a
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She also notes thghysical and emotional costs of the R100 a month she put aside for the
dance, not only fAbecause | needed that R1000
well and fAat the same ti me, | wanted to do s
dondt know how, but | was in the middle of s
wanted to fulfil those gaps. o0

Cotiyanads feeling of being Ain the middl e

highlight singular moments, point to a denselyven web of relationships within complex
extendedamilies, bridging multiple generations as well as locations. They are the tips of
very large icebergs, and some of their power as stories lies in their ability to make this clear.
One of the dangers of belg personal stories, as happened for example to TRC stories, is the
possibility of stasis, of freezing a single moment so that it becomes definitive of ombself
story can become a trap or anchor. These stories, on the contrary, resist such éyiagg th

able to maintain contact with their hinterlands.

My life my struggle
Nyameko Dyantyi told a long story, titlédy Life My Strugglethat covered much of his life.
He was born in the Eastern Cape and raised there by extended family members, ima know
his parents. He recounted a teenage suicide attempt, academic success at university despite
severe financial stresses, an unrelenting struggle to findtésngwork, and the recent death
of a father figure.

The disclosure of his teenage suicide aftewas particularly powerful, and in my field
not es |twasondytright at tiielend of the day, when he spoke of feeling as if a burden
had been lifted, that | realised he may not have told anyone this story before. The group was
supportive but also asked probing questions and agreed he would have to ch@sment
of the stofMhetstfooguxsiorml@®bdbs challenge, in t
deeply moving episodes of difficulty and trauma, was to help him identify a single tellable
story out of the | if et ieneatineetingrelradprepaneda | ai d be
script that focussed on his struggles for education and work; the rest was left behind in the

story circle.
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This decision of Dyantyids to | eave part ¢
digital storytelling procsses | have facilitated and witnessed. The intimate space of the story
circle invites deep disclosure, which storytellers may feel is not suitable for taking forward
into more public spaces. A previously unspoken thing may have been uttered and named, but
this does not make it available for further exploration or excavation. As | have suggested
before, | have come to understand this withholding silence as an actpfessfvation
People with life histories lik® y a n foyersopgplied with difficulty ash loss, are well aware
that their world offers them only the most skeletal of resources for dealing with it, and that
they need to continue negotiating daily life regardless of what may be lurking in the
shadowso There is often a matterf-factness to th recounting of such storiesrestraint
that is consonant not only with the needs of-pediservation but with the strong distaste for
Amoaningo and Afeeling sorry for yourselfo t
above.
Dyantyiwasoneo t he two members of this group wh
did not return to complete their stories. Unathi Diko was the séconthct, | never saw her
again after the story circle. She was out of the office the next time | visited on Magrizi
by the end of the month had left the museum. She arrived at the story circle with a complete
draft of her story, titled’he Sleepless Night&hich vividly described a series of attempts by
unknown men to enter her home at night (she was living alonbaskgard dweller in
Nomzamo) and her subsequent fear and feelings of insecurity. My field notes mention that
the story was dreally well constructed and t
praised her voice and her use of imagery.
| felttheabad on ment of Dyantyi 6s and Dri kods stor
insufficienciesof this project. | issued an invitation via the museum manager for them to
continue, but did not hear from either of them again, leaving me in some doubt as to whether
| hadmet my own ethical standards of care. As with many of the questions raised in these

stories, | had to content myself with not knowing the answer.

20Gachago and Sykes, fANavigating Ethical Boundaries. 0
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My degree with two eyes

My degree with two eyes

Figure5.4: My degree with tweyes

Hi nt sabe S6duli was the | ast peahagsngan t o t ake
intimate, emotionally complex and deliberately ambiguous account of an unplanned
pregnancy, an intended abortion and a decision not to go through with it. &hehewerbal
part of the story with the birth of her son, like several of her colleagues deliberately
withholding answers to our questions about what happened ad¢tkibugh in the final
version of the story she includes several photographs of her siminallsome of the gaps to
be filled visually.
| found this story difficult to listen and respond to, and was grateful for the support in
the story circle of Soko and Cotiyana, who clearly understood the ambivalence that
frequently accompanies motherhoadtt s rarely acknowledge®oth described trying to
knead their babies out of their bodies when pregnant.
The babyés father is notably absent from t
of Cotiyanads chil dr en. Oaarlinkibegweengenerations,er vi e w

reflecting on her own relationship with her mother and her abusive, largely absent father:

se things, they do haunt youé | had d
S | f

Th h
it |l i ke history 1is r eptiaughtileg it se , b

o @
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same thing. She didn't want to abort me, but myddiggbsturing] what,
what, what, wh@& t hen now, i tibs me. You see?

She also lookedhead to the future of her relationship with her own son, and the role his

father might play in his life:

| don't know if he loves his son, but he is always there for him, but there

are some certain thingsé He is actually
my life, because my dad didn't want to do anything with my mother, he

abused her, now my baby daddy, he aksoted with the abuse.

By the end of the i ntteshardhestory Quéideuof the giouppd deci d
largely because she was aware that it could cause pain to both her mother and her son, not

only directly but also via the judgements of atheho might see it. Her sense of

di sappointment in herself, and of her mother
surface of the story and she noted in the in
feelings of how tshei deld®, because itds no

She also said that this was not the story
started writing it, it just flew.0 It is a s
with all its ambivalence. She loves her son,matherhood changed her life irrevocably and

things might have been easier withodt d@r not Ultimately,she cannot know:

| asked myself why does God give me a baby and there are so many

people that are married and that are in stable jobs and God apesn't

them babieaWhy me? Why are you giving me the
Ja, but if | didn't have a baby, Pam, maybe | would have been, | would

have not been sitting hereé because eis
way s € dtaally clhaeged my life to theetter.

So6dul i is also acutely aware of the compl ex
Il n the story circle, for example, she said t
when their neighbour revealed her pregnancy, she later overexaaunt counselling her

mother through suicidal thoughts. This detail is withheld from the final story; it is not

something viewers need to know. She also returned throughout our interview to the idea that

if she had carried through her plan to havelortion, it would have become an unspeakable

and poisornowsanddcrkete:p leep secrets Pam, t hey

went through with the abortion, | don't think | would have done the story and said | actually

21This and subsequent quotes are from our interview of August 30th 2017.
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did something like th s . Il think it was going to kill me

feeling that nothing comes to her easily:

S 0 d u Bust:everything.. the simplest thing, it kept bouncing back.
That s my | ife. I have to fight for
come easy, uah. 1 don't know, ja.
Pam: So things are not fl owingé
S6dulMm:
Pam eéin the way you would |ike them to.
S aulit Ja, life is fighting against me, and you know what was going
to be worse? If | went through with the abortion, | was going
to think oh, itds because | aborted
haunt me. Yoh, | don't want to lie, because it comes back.

For So6duli, making her digital story seems t
she felt about her desire for an abortion:

S6dullit: hel pedé 1t feels Iike ités not pa
understand?

Pam: Hmm, itdés out there.

S 0 d u Va, it feels like that. Now that the story has been told, it feels
l' i ke, 1tdéds |ike I didn'"t want to do
anymor e. Like, 1tdéds |ike I killed so

someone came back, and that person is alive again. So, I'm not
guilty anymore something like that.

Nevertheless, she remains haunted by the unrealised possibilities of her life and by her fears
for what will happen if or when her son comes to know the story of his birth. This is perhaps
why | found this story particularly troubleshe: it confronted me very directly with the limits
of what storytelling can achieve. So6duli may
pivotal moment in her life, but nothing about it is resolMé&tlconsequences continue to
reverberate and will do gbroughout her life, and the lives of her extended family. This is a
haunting that will not go away.
| closed this first story circle with final thanks, some comments about what would

happen nextand a request for feedback on how the group had expedéehe process.

Overlapping circles

Had things proceeded according to plan, | would have spent the next two meetings helping
the group to refine their scripts, record vemeers, learn how to use Sony Movie Studio and
begin crafting their digital storieé\s discussed in Chapter 3, however, the project was
disrupted at this point by the departure of Nyameko Dyantyi and Unathi Diko and the
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appointment of three new temporary staff members. By Junend¥en | met Zukile

Ntlemeza, Mandisa Jacobs and Vinaildavayo for the first time and introduced them to the
project, three of the first group had already recorded yvmiegs and one had completed the
software tutoriall had to support their continued progress while also bringing the three new
members in. @ June 2| started the morning with a software tutorial for the first group,

then held a supplementary story circle for the new members. Their stories follow, again in the

order of their telling.

Zukil ebds story

Zukile's Story

Figure 5.5: Zukile's story

Zukile Ntlemezabs story details a series
of his father when he was just over a year old, to a childhood spent shuttling between the
Eastern Cape and Gauteng, an early adoll marked by substance abuse and mental iliness,
the death of his brother and a move to Cape
Awhen pushed for detail he spoke about how b

helped him. Waitingtosse what the script revision brings

Ntl emezads final script details the #fAfast
Ailost a very huge part of meo, including the
Town,bycontrat , al t hoamgd d$ibowdo hghas inspired him a
my old self that | know. 0
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During our interview Ntlemeza mentioned that he is very private and does not talk
about his life much, as a result of which he feels a disconnect between how people perceive

him and what he knows about himself:

me through what the
e been. AnNd ey always think | 6m
person. And, hey just dondét know
r et.d\& allaggo through certain things in life.

t peopleé rea y '
t t h
t h

Mo s d S
| 6v h [
of t a
t h n

e
For him, the story is an assertion of the complexity of his experience and character, a quiet
demand to be seen in his wholeness, not just glanced at and quickly filed away. This may be
particularly important for someone whose move from Johannesburg to Cape Town, and out
of drug use into sobriety, has involved leaving behind an entire social circle.

Rediscovering himself has also involved reconnecting with his family, with the loss of

anelder brother acting as a catalyst:

| almost killed myself. I almost killed myself and killed everything about
me. And | think thatés where my mother p
youbre not gobngvbackhboghobbegdi dndt sa
think t hat decision she made, she saw that
lose himo

For all that Ntlemeza reveals, there are silences that reverberate through his story. | am struck

by the silence of his mother, who has lost both a husband and a son alresmwhooh he

ascribes words that she did not say, or perhaps did not need to say. | wonder about the silence

left by the death of his father, and about the timing of that ele&tlionder about the work

behind fAl et bygones bedbWgogeysofoandubowsBat

realities of Lwandle.

22 This and subsequent quotations are from our interview of September 1st 2017.

23 Mortality rates began to rise in South Africa in the early 1990s as HIV/AIDS took hold and did not begin to
come down again until the widespread introduction of antiretroviral treatment in ti2 @id O s : ASout h
Africa-Mor t al i hdex Miadi Aecesed November 12, 2019.
https://www.indexmundi.com/facts/soudifrica/mortalityrate.
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Ovuyobs story

ovuyo's story

Figure 5.6: Ovuyo's story

Vinni da Davayoobdés story, following directly
to personal gxerience and intention in the face of powerful stereotypes and expectations. It
recounts his own daughteroés premature birth,

his efforts to remain present as a father despite the end of his relationshigmwiibther:

Most of the fathers out there are not p
for me it brings back the fact that we are still here as fathers, not

everyone wants to di sappearé some of wus
And we will do whateverit akes to be around our chil d
fathers abusing their children, we see
Il 6m not one of those guys, |l 6m one of t
wo men, |l 6m one of those guys who are ap

to put it out there as well so that it be known that not everyone is like
that, not everyone is trash, not everyone is abusive like the other guys
are. So, for me it brought back that sense of humanity.

Submerged in the f i naldeeperstayabouthis relatibnapavgho 6 s s
his own father, referenced briefly in the story circle when he spoke about having grown up

without his biological parents, wanting to break the cycle and not let history repeat itself.

24 This and subsequent quotes are from our interview of August 30th 2017.

148


https://vimeo.com/372576293

During our interview he explaed that his mother, of whom he has no memories, was

alcoholic and that his father had arranged for him to be formally adopted:

My mot heré when sheds drunk, would take
must take care of your kiofdhekid. 6m | eaving
Even though, heds supposed to go to work

takes me and ask someone to take care of me while he goes to work and

when he comes back to work, he must make sure that | eat, | bath, | do

everything. So,intimehesawnalan 6t keep doing this thin
canbét keep fighting with this one
put my babydés future in front her
I 6m going to make arrangements an
makesure that this guy is getting a proper home.

Davayo knows this story because he did subsequently develop a relationship with his father,
which | asted for seven year s |thimkthedidthehest f at he
job [he could] even thagh he was not aroun®s The experience has, however, made him

determined to give his own child what he did not have:

Shebs my e
your own b
for us.

erythingé you can fight and d
oodé We make sure everything

None of this is referenced even tangentially in the story, but for anyone familiar with South
Africa the gist is not hard to read between the ligesries about loving, present fathers are
rare compared with stories of absent or abusive on&awesyo acknowledges. He chdse

after encouragement from me, given that his first draft was in Edgtsimake his story in

isiXhosa and hoped it would serve as inspiration for other young men.

25Davayo has, of course, only his father 6wantedéor si on of
tell him remains unknown.
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Appreciation

Appreciation

Figure 5.7: Appreciation

Mandisa Jacobs told the final story of the day, an elegy for her friend Nokuthula, who died by
suicide. Her own feelings of grief, guilt and regret were palpable in the story and it silenced
the group for a log while afterwardWe concluded with a formal moment of silence before
closing the circle and returning to the mundane world and lunch.

During our interview, Jacobs suggested that she had used the story circle deliberately

and strategically as an opporityrto work through this experience:

There are a lot of things that have happened in my life that are
significant, but I felt Iike I had to s
they say sharing things like these can actually, you know, make you feel

much better; because for a long time I've been feeling guilty and blaming

myself, but then | came to realise that it wasn't actually my fault and that

these things actually happen, and sharing my story made me feel at ease

with myself, you knowes

Sheal so found that the story circle itself ma
wasn't only me who had a sad story to tell, once | heard other people telling their stories, it

was much easier for me . O

26 This and subsequent quotes are from our interview of August 20th 2017.
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Jacobs handwrote three drafts of herystand itis possible to trace my interventions
as facilitator through them (I have included photographs of the first page of each draft
below). The first draft was heavily marked up by Jacobs herself, as she worked to put the

words of the storyonpapesh e changed the title of the stor

1]

Appreciationo, replaced fAisodo with fiwasodo in
commi tted sui ci doebythensecord drafivhis $rad changed agaie, Go

passed awayMhutlo atddeldi nk two cl auses and su

o 1 B 1]

—+

he phrase fAwe didndét pay her much attention

1]

All the signs were there and we never paid
We discussed usingthepla s e fiwe never paid much attent
give rhythm to the story, and by the second draft it had appanethe second page |

changed fAthemod to hero to reinforce the echo

thirdtime.lal so struck out the introductordy senten
When | do this, which happens often, I of fer
and explain how introductory | inalstory,i ke this

where there are opening titles and pictures to work with, they are redundant.

I also changed fAher place of residenceo t
am always conscious that these are scripts written to be performed as spesahy ©f my
editing suggestions and changes are made to support this. | explain, as | did with Jacobs, how
paragraphs and punctuation can help when the time comes to record theveo|dsy
indicating pauses. Few people have been taught how to reableadduhe most common
response is often to go much too fast, so | am attempting at this stage already to prepare
storytellers for this part of the process.

There is one change | chose not to make which is worth discussing. At the end of the
storyJacobssas A Nokut hul aés suicide teached me a t
is, strictly speaking, a grammatical edoand if | was editing a piece of writing for
publication or assessment | would chamsge it
of facilitating a story, however, | take it that my role is not to correct errors but to help the
storyteller craft a more effective expression of the story. Unless there is a possibility of
misunderstanding, | tend to leave expressions like this dlane.also conscious that some
Aferrorso are matters of idiom, or reflect th
or fourth) language with different grammatical structures to their first languapeXhwosa,
for example, there are no gendkmonounsandssiXhosa speakers often u

Asheo interchangeably, in the same way an En
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German. Stories to be told aloud take a much less formal register than stories made only to be
read, which provids an opportunity to allow and make visible (or audible) the slippages and

failures that happen in the zones of translation.
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Figure 5.8: Successive drafts of Appreciation

In the sessionllowing the story circle Mandisa needed very little guidasbe found the

software easy to use and worked from her own extensive archive of cellphone pictures (this
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will be discussed in more detail in the next chapter). In fact, | worried that shebmigh

feeling sad and that | was failing to support her adequdtetyshe was drawing ably on her

own resources. Of all the participants in this process, Mandisa was the one whose journey
reflected most closely what | had come to believe about digitaitstiing: that the physical

crafting and workinghrough of the story, the transformation of experience into artefact, had

the power to neutralise some of the enduring effects of traumatic experiences. She

acknowledged in the interview that tellingthesty had i nitially made he

on telling the story | felt much better and

Disconnected circles

After this second group of stories there was a hiatus of several months before the third and
final group of storytellers convened agé#or the final story circle. There was no private
space available in the Museum so we held the session outside, at a garden cafe that is part of
a church and college campus in Somerset West. Subsequent working sessions were held in
the Museum, usually aotle sofa in the corner of the large exhibition space.

This group included two members who worked at the Museum and two who had
responded to the public advertisement, both of them interested in learning more about
filmmaking. One of the group members hadittend a meeting related to another project, so

only three were present for the story circle.

Your help can change someoned6s |1 fe

Your HEIL.P can

change someone’s

LLIFE
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Figure 5.9: Your help can change someone's life

Lupho Mzamaold the storyof a friend of hisa young woman who arrived in Cape Town
with ambitions to be a doctor, but ended up trapped in an increasingly abusive relationship
which he helped her to escape.
Stories like this can be challenging to handle in the story circleranti@occasion for
some of the most direct and obvious moments of shaping intervention by the faeilitator
This is partly because telling someone el sebd
reflection and accounting which is an important jpduthe process it can hardly be

coincidental that | have only ever experienced this particular move from men (compare my

note that Zukile Ntlemezabs story initially
particularly given the emphasisimgdi t al storytelling on the sto
control over theirownstor By what right do | mine someone ¢

story? What effect might the telling of the story have on them?

In this case, the fact thetzamohimself is an important actor in this story enabled me
to shift the emphasis, vi ayogutesrty D sand kfeWHa
there about this story that onbohlagndfellocan t el
groupmemberPul ul a Si dl ayi noted that it was wunus
in a domestic abuse situation and we appreciated it. We encouraged him to write from his
own point of view, which he appeared to struggle with in the story 8iroid his subseagent
script substantially achieved this.

Mzamohad a job working at a food factory just outside Lwandle and had to rearrange
shifts to come to workshop sessioHg was also one of the group members who was
interested in learning more about filmmaking, &ad already done some experimentation
with video and audio production. This may have partially informed his choice o&shary
was less interested in the personal storytelling than in being the creator of a film. | had also
showed this group the digitaiosy Beauty det ai |l i ng a manébés experie

survived abuse, which may point to the priming role of sample stories.

27TNancy Thumim specifically mentions situations |ike
i Medi atReed r&*eslefnt ati onso, 260.
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AmaXhosa Am

AmaXhosa Am

Phulula Sidlayi

Figure5.10: AmaxXhosa Am

Phulula Silayi was another young person who joined the group with a specific interest in

|l earning more about fil mmaking. |l nspired by
contemporary political debates about land, her story is an exploration of the multiple

meni ngs of home and migration, and the diffi
from?0 She makes an explicit |ink between he
residence is precarious, and the xenophobic attacks suffered by Lwandle sestieare

migrants from other African countries.

During the discussion in the story circle
the natural thingo in her family and among t
Western Cape in searchofwor but go fihomed to the Eastern
funerals. This oscillation between homes was intimately familiar to almost everyone in the
Lwandle workshops, but | felt a particular affinity with Sidlayi, also never having had an easy
answertothewye st i on Awhere are you from?06 | told h

Some viewers of the completed story commented that it was perhaps trying to do too
much, combining personal reflections on home and family with reflections on two hot
political issuesthe land debate and xenophobia. This is not a response | Istoaned
Sidlayi 6s questioning and critical gaze at h
Where another facilitator might have encouraged her to pare down and sirepkfpty, as |
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did with Nyameko Dyantyi in the first story circle, | did not. This is one of the places, then,
where the shaping influence of my own aesthetic preferences as a facilitator is particularly
clear, in this case because of interventions | cbhalte made but chose not to.

The largeness @ i d | stoyyiis@lso due to her ambitions for it: she wanted not only
to push her own creative limits but to have an impact on other people. In our interview she
sadthafi wr i t i ng t hat nsspeztrofytrying&odigure bub wherenegme fiom
and see i f anybody el se has that question, i
the story circle helped her to understand th
canbeaccepted t hat peopl e can under st aend. Il t6s not

This understanding, that Aitdés not just me
Lwandle, can be one of the most powerful lasting effects of the story circle and the wider
group storytelling process. If silence can be resonant and protective, attempts to protect
through silence can also backfire. South Afr
a strong thread of anger among young black people that their eldeis trsichg to shield
them from the horrors of the past, concealed much that would have helped make sense of
their world29 Silence about the past could not conceal its continual surfacing in and shaping
of the present. Tel |l innegv esrt otrail eks aabboouutto ,f tthhee nt,
solidarity and a sense of mutual support as tellers recognise the common threads that tie their
experiences together. Thatorytellingmust be appropriately contained, howévetories
can evoke reactions of dahidefensiveness and aggression just as easily as they can evoke
solidarity, which is why it is so important for facilitators to be able to recognise, name,

explain, contain and redirect these dynamics.

28 Interview, May 21st 2018.

29See Eve Fairbanks, AwWhy South African Sheudents Have
Guardian November 18 2015. https://www.theguardian.com/news/2015/nov/18/atwythafrican
studentshaveturnedon-their-parentsgeneration.

30For a particularly useful discussion of how to manage these dynamics in a South African university
classroom, see Anthony Collins, ATeaching Sensitive
S o c i Alterpation9, no. 2013 (2013):; 1289.
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Amahlandenyuka obomi nokungalahlitemba ngamaphuphakho

The ups and downs of life and not giving up on your dreams

Figure 5.11: Amahlandenyuka obomi nokungalahlitemba ngamaphupho akho
The ups and downs of life and not giving up on your dreams

Zizipho Sonmsewutook the last turn in our small story circle, with a story she explicitly
framed at the start as a tribute to her mother. She was pregnant at the time, and her story is
about how the death of her father during her own adolescence spurred her barsdide

her family, her struggle for education and eventual success, and her hopes for her unborn
child.

During our interviewSomtsewunentioned that she took a long time to tell her mother
about her pregnancy becausel Adi dredtt flulkfei Il th
d r e amnterdinal story, however, contains little of the regret and ambivalence about
motherhood that characterisdihtsabeS6 dul i 6 s story. She is ol der
complete her degree and find a job, which may explaintivbre is less sense of missed
opportunities in her story.

Somtsewuwnlso used her story to assert her sense of pride in having overcome
di fficulties, and hoped it would be inspirin

how I grewup and howfdr' ve been in | i fe and I '"m still s

31 This and subsequent quotations are from our interview of May 21st 2018.
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think my story, they can |l earn a lot from it
story to stand in or speak for her in some situations, freeing her for example ofdhe nee
keepret el | ing the story of her fatherods deat h:
13d can just send the story.o

Along with Nontsikelelo Cotiyana and Vinni da Davagmmtsewuwvas one of three
participants who chogeafter some promptingnd permission from ndeto tell their stories
in isiXhosa, in her case because her primary audience is her mother, who lives in the Eastern
Cape and is not fluent in English. She said during our interview that if her primary audience
had been in Lwandle sheould have used English, but also acknowledged that isiXhosa
flowed more easily for her. She wrote her script in English and translated it on the fly during
the voiceover recording, editing as she spoke and then, after listening to the first version and

deciding it was too long, rediting again as she recorded a second take.

Mzukisi Makhanya
There is one last, uncompleted story to account for. Mzukisi Makhanya had expressed
reservations from the start about his ability to complete the workshop givexisgtiag
commitments both to his employer and to his theatre gidepvas not part of the story
circle and was able to attend owigemore session, during which he completed a script and
recorded a voiover which mixed both English and isiXhosa.

Makhanyaoés story covers his birth in the I
a subsequent move to Cape Town, the intricacies of making space for himself as a child
between parents, grandparents, giapents and extended family members, a flirtation with
gangsterism and drugs and an intervention by
homeo with a theatre group.

| was not able to interview Makhanya, but his motivations for telling this storyecan b
read from his description of himself as a #dc
other young men who patrticipated in these workshops, he used the opportunity to inscribe a
version of himself that works deliberately counter to conceptions ofgyblack men as

irresponsible, violent, abusive or irretrievablgsto.

Hearing Stories

Once the words of the stories have been fixed as scripts, the storyteller reads them out loud to

be recorded as a voiaer for the digital storyThe voiceover ishusthe translation of a
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story which was first spoken, then writferback into speegland it is attended by many of
the typical losses of translation. A story that was vivid and moving in the story circle can lose
much of its life when pinned down tgpage, and then die entirely when read aloud rather
than told or performed. Keeping the story alive in writing and speaking when it is no longer
spontaneous is a matter of skill.

At the beginning of a workshop most of this skill is likely to reside withen
facilitator, but it can be taught and learned, and like most facilitators | have developed a
repertoire of ways to try and enable this learning. To summarise from earlier sections, | start
by noting during the introductory presentation that writingtfi@ mouth and ear is different
from writing for the ey8 less formal, shorter, often simpler. | repeat this as people begin to
write their scripts, and again during the process of reviewing and helping to edit drafts, as |
descri bed wi t horyMalsokeep reotesldarmgtiestory crdle of particularly
resonant phrases, so that | can remind people to write their own words back into their stories.
Finally, | invite people to read their scripts aloud, taking note of points where they stumble
these are often markers of words that need to be translated from the language of the eye back
into the language of the mouth.

In Lwandle, there was yet another layer of translations between English and isiXhosa.
In deference to my insufficient isiXhosa language skills the first, story circle versions of the
stories were all in English, as were the first versions of all the scafter some prompting
from me, three of the final stories were recorded in isiXhosa. Nontsikelelo Cotiyana and
Vinni da Davayo translated their own scripts back from English into isiXlZozs@ho
Somtsewuranslated on the fly from an English scripbisippoken isiXhosa. She listened
back to the first t ak-ecordsdaishrtefiversion. This 6 s t oo |
translation back intber mother tongue was quite literally for her mother, who was the
primary intended audience for the story.

Recoding can be an uncomfortable experighdeone is not used to it, a microphone
can be just as intimidating as a camera, and
shock to begin with. At Lwandle | used a digital voice recorder and a microphoneddibor
vocals, doing several takes with each storyteller and playing each one back so we could listen
together and decide what to keep, reject or alter. | also demonstrated for the group exactly

how to edit and clean a sound file to remove mistakes, hesgaand repetitions, and edited

32When participants are not literate, or not confidently literate, the writing step may be heavily modified or left
out altogether.
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each voiceover in tandem with the storyteller. This demonstration of the malleability of the

recorded voice helped to reduce the anxiety associated with recording.

Figure 5.13: Vinnie da Davayo listening back to his recording

A handful of participants used sound effects or music in addition to theirgoice r s . S 6 d ul

had a friend send herthe sdun o f a n e w BAthatsA\@pwoicecnotgrSoratsewua
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used her own recording of a hymn sung in her church; and Sidlayi used a song of her own
which she had previously recorded.
The Lwandle stories are deeply inscribed by dislocation and loss, as Wwgltlasse
and complex webs of relationship, mainly within extended families but also within friend
groups. They are also instantly recognisable to many South Africans, so common as to be
commonplace; and within communities like Lwandle they are rarelysssd. During
interviews more than one of my participants
It is also very probably the case that | heard the stories | did precisely because | am an
outsider in Lwandle by virtue of my race, language, cultoesitage and socioeconomic
positiorss. What everybody knows inside Lwandle, what is not worth mentioning, is not the
same as what everybody knows outside Lwandle. | was an audience in my own right, and
brought with me the possibility of a much largemébulous, audience as well.

Discussing her decision to use mostly English for her story, Phulula Sidlayi put it like

this:
|l was considering also the people 16d | i
wanted them to understand it, | wanted everybody to be able to
understand what | was sayingeée | said it

universally accepted than if | were just telling my friend or if | was just

doing it for maybe like my familga
To the extent that these stories are intimate, then, it is a curiousfkimah@acy, one shared
with imagined strangers rather than with family and friends. And to the extent they are
commonplace, they are so only within a very particular time and locatenosses and
disruptions that seem ordinary to these storytelletsvandle might very well appear

extraordinary to others.

33 am grateful to DrepsdrztameNgta boafz aWoonie nUOWC 6asn dd Gender S
clarify this in conversation.
34 Interview, May 21st 2018.
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6. Picturing

Working with images in Lwandle
The translations and transformations stories undergo in the process of bedimitahg
stories peak in the process of becoming visDalthe purely practical level, this means that
once participants have written scripts and recorded voiceovers they must somehow create a
collection of digital image files, then assemble these and all the other elements of their story
using video editing dtware. On another level, it requires them to engage with using images
as a means of communicaténvhat does a picture say or mean? Might it mean something
different to me than it means to someone else? How does it interact with the words | am
speaking irthe voiceover? How might | make or adapt an image to serve the needs of this
story?

Given the brevity of a typical workshop and the primacy of the voiceover, digital
stories often neglect the visudls | suggested above, many digital stories can become a
cobbledtogether hash of images hastily ripped off the internet, with all the attendant
problems of attribution, quality and representation. This is a particular risk when storytellers
are constrained by time, limited visual resources and visual litewadyby a lack of
confidence in their own abilities to be imagmkers Theytend toreach for images that are
Apri mar il y i | | uisAsarestlti nnueh ofomhat levasi atteeptingiatlivandle
was a deeper engagement with the visual than is typically possible in a-tambgime
constrained threday workshop, ideally including work with images that might work at the
level of metaphor. ldoing so | was building on the efforts of a number of other facilitators
who have worked in recent years to build sto
the visual. Theange ofinterventions they have experimented witblude: Acting as
phobgrapher and videographer during the workshop under the direction of the stqeyteller
experimenting with different workshop formats that give primacy to the imagd offering

additional training in photography and photo editing, along with more smthat

l1Darcy Al exandra, {{MWMernd¢ i Vea Wi WanadepsStotien: Prgctising hy . 0 | n
Teaching and Learning Anthropologyth Digital Storytelling ed. Mariela Nunedames, Aaron Thornburg,
andAngelaBooker (Warsaw/Berlin: De Gruyter Open, 2017), 120.

2| have been guided in particular by the work of AHiYf, f ounder and director of Sto
Speaks initiative. Sehttps://www.storycenter.org/sdout.

3 For example: RolKershaw @i St ori es Seen, 0 Workshop preceding the
Conference at Amherst, Massachusetts, Sef523015.
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storytellers can work with images as fimedita

anal ytical and poeticaengagements with exper
Lwandle, like many similar places in South Africa, has a thin visual presence in the

wor |l d. It was built to be invisible, and Ath

photographic archive for al mo sotEventheughther st 30

Museum itself became t he damonghlytevisiiosand a fdAphot

residents, including a series of photography workshops in Lwandle (at least one was held

during the period | was visiting there), little public trace of this remains outside the Museum

itself (and writings about the MuseumAs | noted in Chpter 4, images that can be found

online are dominated by pictures from the Museum and from news stories, usually

highlighting crime, protest action or poverty. Just as Lwandle exists in the precarious margins

of the ecosystem that supports digital stdhyig, so it exists in the margins of formal

practices of photography, far from the circuits of money, influgguicé conversation that

might support greater visibility. To the extent there is a visual record of contemporary life in

Lwandle, it exists inhe private and sengirivate spaces of Facebook and WhatsApp, where

people create and circulate a dizzying and constantly evolving variety of photographs,

memes, videos, scregmabs, emoji, stickers, texts and combinations of all of the above.

This circdation has only begun to evolve since around 2010 when camera phones first began

to be widely used in South Africand it is still constrained by the cost of ddiefore then

the visual archive of most South African lives, to the extent it exists abaBjsts at most of

a small handful of images like school photographs and snapshots from work fundtmms.

da Davayo, for example, has only four or five pictures of himself as a child, but dozens of his

daughter, which he nedg:ead is fAbecause of the

Everywhere you go you have your phone wi
take a picture here because this place i
Because [previously] you had to have those camera guys to bé hired

Afokay, take pidbhuar eswoffyouhidenétertven nee
thingss

4Al exandr a, AMore Than Waoredsau,t ho2(Q. fAiPegidalado Sty yttred |

Practiceodo, already cited.

5 Murray and Witz Hostels Homes Museu®y.

6 Ibid., 101.

7For a discussion of how the circulation of i mages on

GeorgefiRgbt ogr aphy, Facebook and Virtualisation of
of the Western Cape, 2016).
8 Interview, August 3th 2017.
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The scarcity of images in Lwandle was an opportunity for me as the facilitator to initiate the
deeper engagement with the visual that | have mentioned. Given all the realities of working in
the margins and at thienits, | could not achieve the fantasy goal of including things like

input from professional photography trainers, extensive work in Photoshepen sustained
individual and group reflection on pictures and the work they were doing. What | c@uld do
through a combination of coaching, teaching, coaxing, giving permission, suggesting,
directing and photographidgwas to expand the range of physical, technical, aesthetic and
social resources available to the storytellers. In the process, of course, | badaimcto

confront my own power in the workshop and the possibilities of coercion this introduced. My

very framing of images fAhastily ripped off

example, is already pushing (or coaxing, or inviting, ocif@® there are many verbs to
choose from and all of them have different evaluative weight) participants past a point where
they might, left to themselves, be perfectly comfortable (or complacent). | will consider this
further i n my di sstoybetowkmmowl will ndte that thiSie k o 0
precisely why it is so important, in the early stages of the workshop, to demonstrate an
openness to challenge and resistance, and to build a sense of group solidarity that can
counterbalance my power as fiaeilitator s By the time it came to negotiations about
images, | had to trust participants to be able to take care of themselves and each other, and
they had to trust me to support them without force. | brought with me a set of ideas about
what constitted goodenough imagesnainly, | wanted images that would evoke the textures
of the stories that were being told, opening possibilities for reading into them beyond their
words. | was open about this, and relied on the dynamics of the workshop andufheagro
well as my own reflection, to hold my desires and ambitions in balance with those of the
storytellers.

In the subsequent conversations and negotiations, three major themes etherged:

precarity of images and the imaggking resources available gtmalleability and mobility

91n 2013 | worked with a group of health researchers to facilitate digital stories by a group in rural northern
KwaZulu-Natal, about their experiences of antiretroviral (ARV) treatment. (The group included family
members and friends as well as those takiRys). The facilitation team did the actual editing under the
direction of participants. At one point while | was reviewing a story draft with a participant, she stopped me
to say no, | had chosen the wrong picture; we needed to take a new one. Thig stant=nout in my
memory as one of success. The project is described in Astrid T&dfayley, Richard Lessells, Pam Sykes,
Ti Il B2rnighausen, Tulio De Oliveira, Rel ebohil e
Contexts of Antiretroviral Terapy Adherence in Rural South Africa: A Thematic Analysis of Digital Stories
from a Community wi tRLOSHODNEH noH2 (2016PiMl& val ence. 0
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of images within sociotechnical networks; and the multiplicity of transformations they

undergo in the production process.

The precarious life of pictures
The extent of the need for active pictunaking intervention at Lwandleflects not only the
lack of access to imagweaking resources that has characterised many South African lives,
but also the precarious life of picturesvhich are vulnerable to being misplaced, deleted,
stolen or otherwise rendered inaccessible. Phgibgrarints can be lost to theft or fireor
just mislaid as people move from the countryside to town and back, and between various
more or less temporary living places in town. Digital storage media can be lost, damaged,
corrupted or stoleh and those wih the least access to resources are at highest risk for these
losses. Sometimes storage casuisply fill up, and images are deleted to free up space.

This fragility and precarity affected several participants. For example, when | asked

Zukile Ntlemezaw et her he had any pictures of hi msel

not . Because therebs ot her ones, t hat I |l ef t
school . But t hen | donot know whexe it went ,
INnNontsi kel elo Cotiyanab6s case, shé& | ost m:

images of great personal significacerthen the MicroSD card on which she was storing
them malfunctioned. Ironically, she had chosen to use the card storage rather than her
phonebés onboard memory for security reasons,
stolen and she could keep the card stored separ8adity from theft howeverdid not
confer safety from deterioration. Others chose Facebook as their primary persgel
archive for similar reasons: if a phone is lost or stolen the images are still safe (and Facebook,
unlike cloud storage services, is free).

Given these twin constraints, of images that are both scarce and precarious, storytellers
turn to their netwrksd which includes personal networks, the internet (in the form mainly of

Google image search), and the middle ground of social media.

10 Which in turn reflects the precarious lives of humans. According to national crime statistissdetea
September 2018, seven of the ten police stations in South Africa with the highest murder rates are located in
the greater Cape Town metropolltan aISEEh_t_t_p_S_._LuAuAUAL._[_I_m_e_QJ_f_LDAMﬁ 0218/ news /
L 1B gf mipihg c/
111In the ten years from 2005 to 2015 there were 372 reported dwerlbsgrf Lwandle and the neighbouring
townships of Nomzamo and Asanda Village. Many of these involved multiple dwéllingzne case 300
homes were destroyed in one fire. See Alberto Paolo
Income Householdsiad | mpl i cati ons for Fire Risk.o (PhD thesi:
12 Interview, September 1st 2017.
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Networked pictures
Here is a partial list of ways the Lwandle storytellers, and their stories, acquired their
pictures:
Google image search
Google Maps (including satellite views) and Google Street View
YouTube videos
Facebook albums
WhatsApp status pictures
Existing picture in a phone gallery
Existing picture sent by a friend or family member via WhatsApp or Facebook
Taken by a friend or family member specially for the workshop
Taken by the facilitator during the workshop
Taken by the storyteller during the workshop

There are photographs taken with a cellphone camera and inserted unchanged into a story,
cropped and fiered photographs, scanned photographs, photographs of photographs,
digitally produced photo collages, stock photographs, clips from YouTube videos, pictures
and video taken in the Museum and its grounds, pictures and video taken on the streets of
Lwandle screen grabs, staged scemesl candid shots.

At one point | imagined | might be able to trace the histories of individual images in
detail, down t o ,butmevision rapidly disfntegiated in the facedf jost
how mobile these ingees are. Some embedded metadata can be read using specialist file
viewing software, but very often this data traces only the last in a long series of
transformations as the images have been cropped, collaged, copiedgsaldm,
uploaded, downloaded ligtoothed, WhatsApped, compressed, filtered, pixelated, named
and renamed in their migrations.

If there is one thing that stands out, it is that these images are the outcome of
profoundly networked processes of seeing, taking, sharing, discussingpttengsgediting,
and transforming. The networks involved are a complex amalgam of the human and the
technical. James Hevia suggests, following B

mo b i 1bd eolgjedts or inscriptions that are able to carry infororaticross boundaries of

13J ames L. Hevia, fAThe Phot &mChimly0dId),MakingCivilizatirxk posi ng
In Photographies East: The Cameradilts Histories in East and Southeast Agid. Rosalind C. Morris
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space and time and through multiple transformatioas less sure about the immutability of
photographs and other images, however. Latour first proposed the idea of the immutable
mobile in the context of specifically scientific ohes of knowledge productioKnowledge

bed

things back to a place for someone to see it for the first time so that others might be sent

he writesc a n

be

descri

Aonl vy

by

consi

der i

ng a

again to bring other things tla How to be familiar with things, people and events, which are

distant 1@ Immutable mobiles are the pieces of informatidke maps or scientific formulae,
thout

whi ch

however, where is the boundary between transformation and deformation? How much

transformation can an image sustain before it becomes a different image altogether?

travel
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(Duke University Press, 2009), 96..
14 BrunoLatour, Science in Action: How to Follow Scientists and Engineers through S{Catybridge,
Massachusetts: Harvard University Press, 1987, @dphasis in the original.
15Bruno LatourReassembling the Social: An Introduction to AdtimtworkTheory(Oxford: Oxford
University Press, 2005), 223.

16Randal |

Monr oe,

ADi gital

Da

ta. o xkcd.

Accessed

17 Hans Belting An Anthropology of Images: Picture, Medium, Badgnslated by Thomas Dunlap (Princeton
University Press, 2011), 2.

181bid., 5.
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of the view from my window to mind, in which case my body and mind are the meldium

can also take a photograph, then print it and hang it on a wall, or post it to Instagram, or even
pantidi n each case the i mage fiemerges in our g
it straddles the bovundary betweené medi ao.

In tracking the migrations and transformations between media of the images | discuss in
the rest of this chapter, | want to lmndful of this ambiguitg what is lost, what is gained
and what changes as images slips between different mediums? First, however, | want to
attend to some of the wayswhichimages are sourced from, and created in, networks of
technology and people.

Starting with Google
When digital storytellers are confronted in the workshop with, on the one hand, a need to
make a picturdased story, and on the other hand no pictures tiovdth, a neatuniversal
first resort is a turn to Google. Countless digital stories consist almost entirely of images
grabbed from the first page of Google image search results, with a proliferation of
watermarks betraying little or no regard for issaesopyright and ownership.
I n Lwandle, the first version of Masa Sokc
family made to support her through university, contained this sequence of four images

grabbed from Google image searches.

la

My mumwould sacrifice her
last money so that | could hav

taxi fareé mo
electricity.
191bid., 7.
20 This picture originally appeared on the South African newsTigeDaily Mavericlon January 13 2016, as
the lead illustration for an article by Stephen Gro
matterso. The c apdpkeepar caurseodt shangdiaBdveheraash bbx as Her shop in
Hillcrest, west of Durban, South Africa, January 11

https://www.dailymaverick.co.za/article/2008-13-treasurydocumenisouthafricasfuture-matters/
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2a

We sometimes spent our
evenings in the dark,

3a

bathing with cold water, so th:
| could go to school the next
day.

4a
When thosaesults came to

confirm that | have passed,
excitement was everywhere i

'ﬁ 7% __8 the house. Everyone wanted {
‘K% % be part of the graduation day.

Figure6.22 Googl ed i mages in Masa Sokobs

The first thing tonotice about these pictures, perhaps, is their explicitness and tight link

with the accompanying voiceover teXhey are an attempt to illustrate the words of the

21 Published without any attribution or caption as the lead |Ilustrat|on ﬁyawnness Newstory headlined

nMacassar Communlty Th
S
22 Plcture illustrating a blog post by An@rahamabout his experiences in Rwdan hotel bathrooms:
23 Stock image that appeared in the f|rst I|ne of Google Image Searchrestlteferc i t ement 6. The so

now unavallable was a blog post announcement about anew Iogo for Kindred Credit Union:
heAithe original stock

photograph is fromGetty |mages


http://ewn.co.za/2017/03/09/macassar-community-remembers-slain-elzane-thomas
http://ewn.co.za/2017/03/09/macassar-community-remembers-slain-elzane-thomas
https://www.hobotraveler.com/travel-journal/butare-rwanda-hotel.html
https://www.kindredcu.com/AboutUs/Media/Announcements/ExcitementIsInTheAir/

story, a translation of words directly into image. More subtly, they feel jarring; thegtdo n
Af i to wit keaTHsodelm@ o unsasedegsn as something largely instinctual on my
part, so ités worth exploring in some detail
them as fAout of placeo for a story from Lwan
Image 1, a tigtly cropped ovethes hou!l der shot of a womands
African R10 and R20 banknotes, suggests sophisticated equipment and a high degree of
competence in using it:ig perfectly lit, crisply focussed on its primary subject matter and
the bwsy background is rendered unobtrusive by narrow depth of field. Unlike in a snapshot,
in which the whole of life tries to muscle in on the frame, the intrusion of any visual excess
has been carefully and competently excluded; the subject matter is daearanbiguous.
There is a similar lack of excess in the second idape Google image search
requested a candle in the dark and this is what has been served up.
A reverse image search suggests that both these images were originally grabbed from
news staes: created and cropped to serve the illustrative needs of one story, they fit uneasily
into another.
|l mage 3 offers intriguing additional det ai
the bathroom tiles, the detergent bucket bearing branding urdatoilSouth African®
mark it as out of place with a story set in a Western Cape township. Image 4, which appeared
in the first five results of a Google i mage
a version of a Getty stock image that hasrbwidely used, in this case on a blog post about a
new logo for a Canadian credit union. The airborne silhouettes suggest people who are skinny
and white; not one of them is wearing a skirt or dress. Again, even without the obvious stock

photo origin, tle image is jarringly out of place.

Turning to the personal

Without strong intervention by facilitators, many storytellers are content to let their stories

rest there. For someone with little experience of photography or visual storytelling outside the
conext of the museum itself, these pictures s
to go out and create images that would better fit her story, she was initially sceptical but then

discovered that the extra work did have some rewards:

At first it waslike, yo hayi this womahBut when you begin to
understand you know, it's thevhythat will make you want to do

24 See Lambertigital Storytelling 60-63 for a discussion of picture choice in digital storytelling.
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somethind so when you explained about the originality and the
personal feeling attached to the picture that you take, then that's when it
made snse that you can't just put any random pictures, but there has to
be pictures that have meaning, pictures that people can retate to.

of

So the pictures in the final wversion

1b
My mum would sacrifice
her last money so that |
could have t
money set aside for
electricity.

2b

We sometimes spent our
evenings in the dark,

25 Interview, August30th 2017.
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3b

bathing with cold water, so
that | could go to school the
next day.

4b

When those results came t

- NQF —  Mark
vl Credits % Symbol Comment
7 1000 8 pass

10.00
10.00

D PASS SDAMARKS

- confirm that | have passed,
ey § qe X £ excitement was everywhers
o= in the house. Everyone

s wanted to be part of the
graduation day.

Hitpsvaentunc ac 2o/

Figure 6.3: Photographs taken by Masa Soko for her story

The move from Picture 1a to Picture 1b is particularly striking. The second image was made
by stealth, as Soko pretended to be taking a selfie. Tthkaungh the slightly scratched and
blurry lens of a miecange phone camera whichniet held perfectly straight, it is far less
formally and technically sophisticated, less crisp and controlled, than the first image of
banknotes. Yet this lack of tight doal yields a rich visual excess that gives depth and
resonance to her words. There are uncontrolled flares of light from-afteteoon slanting

winter sun, there are mysterious shapes and planes in the background which resolve
themselves on close examation into a fridge, a stove, the realisation that this living room is
also a kitchen. The woman in the picture,

a difference which throws the phrase fiher
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The pictues of the candle and the bathtub appear at first to be mstagiags of the

original, rejected images, but again there is a lot more going on here. Reconsidering the

pictures during our interview, Sokolenoted of
would relate to thaté the candle is I|Iit but
photographoés isolation of the candle fl ame a

darknesso work against the vemate.purpose of t
When Soko came to take her own picture, she staged it carefully, moving the candle
onto the floor away from tabletop clutter and turning off the automatic flash so that both the
candl® burned down to near its end as a mark of actual use, not ushental presende
and its environment are made clearly visible. Similarly she notes of her bathtub picture, in
contrastto theinterngtr abbed i mage: #Alt has made it rel e
has soap and everything. And it's on the flobecause in most cases in our homes you kneel
down to take a bath. But compare that one, that's just clean water that is there, it could have
been for anything, you could have been doing your laundry or anything like that. But [my
picture], it feel® itfed s rweeal . 0
Taken together, these three images not only share the quality of having been taken by
the same camera, but also offer an intimate glimpse into the life of a particular household,
firmly located in a particular place and spa€keey anchor thpersonal aspect of this
personal story in a way that compels attention to the texture of this experience rather than a
generalised or stereotyped story of success despite adversity.
The final image was the outcome of much discussion: How to represexcitement
of getting those longwaited results? In the end, we settled on the simple expedient of just
showing the resuls not visually exciting, but intensely personal.
Soko said of her digital storod :Befihistréoes not
was raised in the postorkshop interview it was evident in the pictures used in the rest of the
story, in which she is rarely alone but rather photographed with members of her family,
friends or teachers. In fact, she says she has no picturesef ladone: her choice was
constrained and thus the storyds pictures, t
is not necessarily explicit in its text.
Her images were able to evoke a reality beyond her words, the resonances of a life and

a world which extends in time, space and connections far beyond the fragmentary moments

26 Interview, August 30th 2017.
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of the story. If one of the dangers of storytelling from the margins is a fixation on, and of,

marginality, then this is one of the ways to avoid that fixation

Pictures in human networks
As a further demonstration of the sociability of images, several other storytellers enlisted
friends and family members to send them existing pictures, take new pictures or take part in
the production of pictureZ i zi pho Sremsadwhés ol der sister,
friends and a neighbour, friends of Zukile Ntlemeza and Phulula Sidlayitgritb Mzamo
and Anele Kalipa, are all either pictured in their stories and/or helped to produce images for
them.

In particular, the only twatorytellers at Lwandle who used video footage in their
stories relied heavily on others to source and fillAihaXhosa AnR hul ul a Si dl ayi 6
uses several short clips from a video she remembered and found on YouTube, shot by an
acquaintance, of @ip to her home village of eTsitsana (Mount FletcheS§he combines this
with footage | took during the workshop, showing her interacting with the Museum displays,
visiting the unit in the converted hostels where she lived with her family when they firs
arrived in Lwandle, walking in the street and visiting Somali friends at their spaza shop near
the Museum.

Lupho Mzamgin his film about genddnased violence calledour Help Can Change
S o me o n ediiginally intended to use pictures and footajmt on his cellphone, of the
friend his story is about. When he showed me the first draft of the story, | asked whether it
was safe for his friend to use pictures that could identif§ laerd he realised it was not. The
short film that he had imagined wisished had to be almost entirely reconstruckddamo
worked with his friends to produce some staged footage, and we also went out together on a
walk through Lwandle, taking turns to use my phone to shoot murals, buildings and things
spotted in the strée

Mzam@ s own dramati sations of his story wer ¢
friend, with himself and another friend as actors. During the edit he used a wide range of the
tools iMovie could offer: He converted the@aactments to black and iy slowed some of

the shots down and added text and colour filters.

27 NontumekeleloMagwa, Life in Rural South Africa | Fobane | Matatiele | Mount FletchéouTube, 2016.
https://lwww.youtube.com/watch?v=XM8cmMNNvuw. For an idea of just how invisible this rural place is:
Google searches for fATsi teldjpst BB9resalts,dnany ef Wch aresaauto a 0 ¢ o mb
generated by weather or mapping sites or from other languages and countries.
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Figure 6.4: Stills fromLupho Mzamd s -ema@ments of romance and intimate violence

Mzamois one of the storytellers who continues to haunt me with unrealised possibilities.
There is a compelling quality to these images that suggests a talent that has never had the
opportunity to be more fully developed; he was, remember, working in a foodyfat the

time of the workshop. He gave me an email address and phone number and after the
workshop | sent him links to opportunities at film school, but | never found out what

happened Mzamofell out of the ecosystem.

Images of desolation

Amongthelwa dl e storytellers, Hintsabe S6duli wa:
the possibilities of photography to create her own stdgyDegree with Two Eyeabout an
unplanned pregnancy and a planned but abandoned abwoigonp easier to visualise than it
is to tell. She commissioned me and friends to take some pictures she wanted, notably of the
taxi ride from Lwandle to Somerset West, of the Choices crisis pregnancy centre where she
went for mandatory counselling beforeestould schedule a clinic date for her abortion, and
of the clinic interior.

She also walked around Lwandle wétiriendand took a number of striking

photographs:
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For that moment, and that moment
alone, | thought | had to be smart
about the whole smation and deal
with it silently.

The following day | asked the frieng
which | did the pregnancy test with,
for sanitary towels and later that da
| asked my mother for money to bu
more. | had to pretend for days that
I'm having menstruation, while |
knew there was nothing coming ou
of my uterus.

| couldn't find inner peace.

Figure 6.5: |l mages of Lwandle from Soé6dul i

S6duli said during our intervihaphorehat she ha
everywhere with her, and with her story very much in her mind had taken pictures whenever

it occurred to hers The ugliness and desolation in the three images above are entirely

intentional, reflecting her continuing ambivalence and despaithéXinal picture, showing a

rubbishstrewn patch of ground near the school, she said:

A N

ltés there, itdés there Pamé | am trying
going to be there. ltés a human body, it
because you sebat dirt,theyc | ean up now, tomorrow itéds
thereé Even after a year, itdés there. It
three years itds going to be thereé some

28 Interview, August 30th 2017.
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school, | used to walk there, but | was thinkingefmet hi ng el s e, nHey

" m going to be not | iving here, in my
mad e, I am still working at the same pl
therezg

Risky picture-making

Taking oneds own pictur eyavailableto@veryondhlb wever , a

requires time that may not be available; it requires access to a camera; and it requires a
certain sense of comfort and safety. Taking new photographs can be risky and difficult.

During the workshop Nontsikelelo Cotiyana striegbvith pictures for her story. First,
the SD card on which s he 0 decanaeorapted,gaothatatt of f a
was impossible to read or use any of the files. Her daughter was able to send some pictures
that she had copies of, but othersre lost forevey in particular, the photographs of the
preparations f o rleaving danag that g antingporidrd pag af heostoty.
We discussed what to do, and Cotiyana decided on a number of new pictures that could
compensate for thesedses. She wanted a picture of her local clinic, as well as of the salon
where her daughter had her hair and nails done for the dance. Yet week after week, | would
arrive at the museum to find that she had no

undestand at first what was going on, but Cotiyana explained:

| was scared because we are living in a society where you cannot do

anything when you want toé | went to th
outside. | got inside to ask for permission. But then Id@dlitn get t he
manager or something. So, |l went out be

myself in trouble.

|l went to that salon. The owner of the
who was there she said to me, no you can wait for the owner, you cannot
take. And, | wadike Jesus Christ | want these photos.

Whil e the owner of the salon wasnot the
a photo of the shoes. | took the photo of the shoes, came back and the

owner of the salon wasnoét ttdolea e yet. I
picture so that the | ady inside coul dno
and left because | was running out of time.

So, when | t
t

led to go to that <clinic t
were patien I

;
S out si de=elfint®uble.

29 Interview, August 30th 2017.
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Cotiyana was vulnerable to several kinds of trouble here: Taking photographs outside,
especially at the clinic, put her at risk of having her phone stolen, a risk she cannot afford to
take. A Tplopleowtsideoe roen a s tws te lee tunsafeh vehonk shendid not
trust.

There was also a more subtle social risk of suspicion and disapproval, linked to a belief

that photographers will profit unfairly from those they photograph:

S 6 d u Wi also have this mentality that when people faikctures of
us, they want to make money, and you don't know where that
picture is going to lead at the end of the day.
Soko:  Eh but some people, when you are taking pictures, like that

wood place. | went there and then politely asked the lady, do

you mnd if | take pictures of this smiley thing, [and she was]

l i ke fAoh, wailfkbeenakimgamodey ouyod pictures

of my smileysoso
This puts people like Cotiyadawho is in any case a reserved person who prefers not to draw
attention to hersedf at adouble disadvantage. Taking pictures on the streets is
simultaneously risky and suspicious; but permission to take pictures inside is invariably
refused. In the case of the clinic the need to maintain patient confidentiality is an obvious
explanation,bua deep distrust of photography and f e
do you want the picture for?06 is a frequent
deference to authoridyin the absence of a manager or owner explicitly authorised to grant
per mi ssion, a reflexive finod is the easiest
after all, to photograph a place like Lwandle which is not beautiful or notable? There is also a
deep legacy of decades of apartheid state surveillance: Lwandleiginalty built to be
simultaneously both invisible and easily oversesompromising both privagyand
personal safety police photographers were commonly present at protests and funerals
during the 1980s, their cameras signalling an explicit tlofestiate violences Taken

together with the legacy of a century and more of colonial photographic ajpgimpand

30Group interviewAugustl 8t h 2017. A smiley is township street fo

31Wi tz, ARevisualising Township Tourismo, 375.

32Mgi jima and Buthel-€ainmuimmMappRaelgatMuses mo 797.

33 The Apartheid Museum in Johannesburg includes an armoured vehield &&llasspir, which visitors can
enter to view footage shot (the verb is chosen with
Forget: Photography and the Presentation of History at the Apartheid Museum, Gold Reef City, and the
Hector Pieterson Maie u m,  SWiswatQommuaicatiod, no. 3 (2005): 273. See also Patricia Hayes,
ivision and Violence: Photographies of War in South
Erichsen, AShoot to Kill: PhotogrWwaphioc Klmmshgeé s i n t h
Journal of Cape Historyno. 27 (2001), 133.82.
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exploitation, there is good reason for people to distrust photogralpich is not directly
under their personal control, limited to the smartphone in their pocket and small private
networks of circulation.
Faced with these obstacles, Cotiyéilad out some of her gaps by commissioning me
to take portraits of her. She also took an exterior shot of the salon where her daughter had her
hair and nails done for the dance, but the clinic picture remained a problem. In the end, we
found a picture oGoogle Maps which | screggrabbed and inserted straight into her story.
This was not the only time Googleds compr
proved useful. Anele Kalipa found a picture of her childhood h&iagho Somtsewwhose
apicure of her hometownds main street and Phul

valley of eTsitsana where she spent some of her childhood.

Figure 6.6: Google Street View provided a safe way to acqaipécture of the clinic at
Nomzamo
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Figure 6.8: Portrait of NontsikeleldCotiyang shot by me outside the Museum

The more | have sat with this collection of images, the less my original idea of explaining

them in terms of origins, of Awhere they con
lost, ae obscured and complicated by their migrations. They have been produced in networks

and relationships among and between humans, places and tools that are widely dispersed in

both time and place. The visual elements of each digital story begin to lodikdess

carefully planned representation and more like a fragile and temporary assemblage, brought

together just in time and against the odds by dint of labour and luck. The work done to bring
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all this together, and hold it together, echoes the work doneldaogether the digital
ecosystem discussed in Chapter 3.

The precarity and need for improvisation also suggests an answer to a question | have
long held about why the practice of creating storyboards in a digital storytelling workshop,
before diving nto video editing, has never quite worked for me. It seems like an entirely
sensible and begtractice thing talod but it rests on assumptions about the abundance of
images, and the level of ppdanning that is possible before the edit starts, that hatve n
landed well inthe South African contextshave experienced as a facilitator of digital stories
If new images must be made, it is very difficult to conceive of them in the abstract, on paper
Once participants have begun to grapple with their stases visual sequence unfolding in
real time, itis oftenmuch easier for them to see what work they still need to do, and to
generate ideas.

There is one final set of visual transformations | wish to consider before closing this
chapter with a consideratiaof how unconscious factors are at play within the workshop
space. These are the transformations mediated by editing software and facilitation within the

space of the workshop itself.

Transformations 1: Zizipho Somtsewu
Zi zi pho Sstomis arentirelyGypical South African one of multiple losses and
migrations. Her father died in her early teens and the father of her child was no longer part of
her life by the time her baby was born. She was raised in the Eastern Cape, amaXhoseni, but
moved toCape Town to seek further education and employment. Her family is split, like very
many families, between Cape Town and an ancestral home in the Eastednt@apbave
not moved, they are constantly in movement. In this movement, things get lost and left
behind: in the present case, notably, pictures.

Her digital story is in large part a tribute to her parérisit offering visual
representations of her parents was not easy. She does not have printed, physical photographs
of them; there was nothing availaldebe scanned or+ghotographed in high resolution.
What she did have were a smartphone, WhatsAp
the ability to send and receive pictures. She also had the resources | had introduced with the

workshop: an iPadMovie and my own knowledge of how the ecosystem worked.
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Father: Making an image that fits
The image below is the picture of her father Bamtsewwanted to use in her storl is
the only photograph the family has of him. She says it was taken lvéhil@as working in

Gauteng, and the print hangs in a frame on t
some point she tooksguareformatphotograph of it on her phonand she keeps it with

her. She notes that her ésiigtdoesr 4 hekeo otnHeg Pamd L
haveé he never changes. Forever |like this. o

Figure6.9:Zi zi p ho 9Plwtodgrapreoivherather as it was stored on her phone

During the workshop this photograph underwent a series of movements and transformations

across networks. Fro®omtsewd s phone it travelled to my | a
Transfer and a cable; then it was thaiPaddr opped

she was using for the workshop so she could add it to her story in iMovie.

341 have recently become aware that many homes across South Africa have portraits like this, created by
photographic studios as enlarged and tinted versions of ID photographs, whecbftea the only images

avail able. Ruth Sack, APicture Perfect: Multiple La
in South Africa in the 20th Century. o Paper present
Visual History,Cape Town, October 4,2018.ee al so I nstitute for Creative A

Questions: Ruth Sack & Lisa Espi,0 2015. http:// www
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iMovie then made an automatic and uncomfortable transformation of its own, imposing

a combination crop and pan:

@ & b @ Reset All

2018-03-08 07:54:22 +0000 - 16 Mar 2018 at 11:57

22 +0000 - 16 Mar 2018 at 11:57

Figure6.10: The photograph dbomtsewd s f at her at the beginning
effect

The first of the dual transformations at work here is an automated crop. To show this square
photograph in i Movieds 16:9 wi dveuldbe een aspec
necessary to add vertical bl ack dApillarboxo
il etterboxo bars wused t o-thahividepcreanydisplaysdidovie r e e n
instead helpfully crops enstrthevidem@ageet, t o t he i

regardless of what may be lost in the process.
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It is possible that this reflects a common approach in software and web design, which is
to offer users a very limited range of choices as a way of reducing cognitive iehith in
turn is believed to increase efficiency and user satisfaction. The developers of iMovie for iIOS
appear to have decided that the fAbesto resul
every available pixel on the scregsoSomtsewd s s qctuee is @utomatically cropped
to fit.
Every artefact, including software, inscribes a particular kind of user and a particular
set of usesr Our problems arose from the fact that we were being the wrong kind of user
(someti mes call ecd narmnhi d c aFortlesastanagaeity af 9 .
users, iis possible that this design decision is entirely unproblematic and even invisible.
iMovie is not, after all, designed for digital storytelling, or for making video projects based
on still image$8 it is designed for editing video footage, probably filmed on a smartphone
that delivers the Arighto aspect ratio. By i
we were doing something that diverged from expected, designgdactice.
iMovie attempts to compensate for lost information with its second transformation, the
automated Ken Burneffectgs which pans across the image. One of the things these effects
do, however, is to focus attention on what is being moved to@&ardthis case, creating the
impression thabomtsewd s f at her 6s chin has some speci al
The Ken Burns effect is arption which can be turned off, so we did. But in its iPad
version, iMovie offered no way to override the automatic crop (the desktop version does offer
alternatives, buBomtsewthad no access to a desktop version). So, as one must do when
things veer fronthe expected into the terrain of the wrong and the marginal, we had to
improvise.
Fortunately, | had a precedent to draw on. | had seen digital stories in which

photographs were placed on a cloth or other backdrop teietegraphed digitallyWe

35Sekohn Sweller, ACognitive Load duCogniivge Sdencéhhoem Sol vi
2 (1988): 25785; Steve Krugpbon 6t Mak e Me (NeWw Rideks PublRigng,i2@14);tShadon
Ovi at t ,-Cefitétad Design Meets Cognitive Load Theory: Designing Interfaces That Help People
T hi n kProdeedings of the 14#CM International Conference on Multimed2006):871 80; and Nina
Hollender, Cristian Hofmann, Michael Deneke, and Bernhard Schimitznt e gr at i ng Cogni ti ve
and Concepts of HUmé@ o mp ut e r | Gompaitersio HumanrBehavigs, no. 6 (910): 127888

361 am indebted to Chris Metcalfe for this insight.

37Madel ei ne AkScircihp,t ifioTnh eo fD eT eShapimgiTechnblogy/Bjilding Sccietd. | n
Wiebe E Bijker and John Law (The MIT Press, 1992),i2d5

38See forexample AsKi mya, AThinking |ike a DeveMapmeiX Part |11°:
Collective March 15, 2018nttps://uxdesign.cc/thinkintike-a-developeipartii -designthe-edgecases
fe5f21516d20.

39 See footnote 28 in Chapter 3.
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didnbt have the original photograph, but we <co
| explained the idea tSomtsewuand suggested she use the iPad to take photographs of

some potential backgrounds around the museum; | did the same thing myseditéoa

larger selection for her. | also resorted to the networks again, hastily searching for a photo

collage appl found one called Impressiadownloaded it to the iPad, and turned it plus all

my photographs over tomtsewuThe next version of thgicture was this:

Figure 6.11: The photograph as transformed $gmtsewand Impressia on an iPad

Her fatherdés face 1 s noow faulblays kveits iibnl et,h ea ¢
collection. She has added a watomed filter, and Impressia has added a discreet watermark
in the bottom righthand corner.
This might have been the end of it, but | was dissatisfied with the square format
(Impressia makes $tagramready pics) which still required letterboxing, and with the
watermark. So | created my own version of whamtsewthad done, using the Keynote
presentation software on my MacBook, which enabled me to crop the new picture to-iMovie

friendly dimensbns:

40fAmaze your friends with beautiful photos everyday. With the photo app Impressia, you will have all the
freedom to customize youhptos with pretty filters, adjustable effects, stylish borders, fun fonts and
gorgeous doodles. Once your impressions are ready, share them with your family and friends through
I nstagr am, Facebook, Twitter, E mast deautifnoméntsismpr es si a
al ways fun. ohttps: / / apbposoediq/igdls®8189 m/ us/ app/ i mpressi a
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Figure 6.12: The photograph as transformed by me and Keynote on my MacBook

| didndét add the same filters, partly becaus
between phone, iPad and laptopaltt n 6t f ul ly noticed the differ
between the two versions, and partly because of a personal aesthetic preference for fewer
interventions and transformations. Given how many inventions and transformations this
picture had already undergarthis seems now to be a rather arbitrary decision on my part.
This prompted some doubt laterould Somtsewd s war m f i |l ter not have
authentic expression of her intentions in this project? To the extent that | (consciously or
semiconsciouslyy ej ected it because the yellow | ooke:
me to be an artefact of the software rather than a clear intent®arotsewd s part , was
not very arrogant of me? Was | guilty of overriding her wishes?

In the event, | was ovdrinking this. After the workshop | ask&bmtsewudirectly if
she wanted me to restore her colouring, but she preferred the more naturalistic version and
made it clear that the original colour changes had been less intentional storytelling than
gleefulexp or ati on of the possibilities of the so
|l i ke, editing the stuff and putting the back

taking the picture and thatos 4all . | didnot

Mother: Compensations
Somtsewbs story | ingers for a long time on this
while on a visit home and made it her WhatsApp status pidtiraSomtsewuook a

screenshot and added it to the picture gallery on hameahThe result of these multiple

41 Interview, 21st May 2018.
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transformations is a heavily pixelated, indistinct image which becomes more unsatisfying to

look at the more it is blown up to fill the screen:

Figure6.13: Somtsewdls pi cture of her mother as it

iMovie then complicated matters further by imposing the same transformations on this
pictureas onthe one domtsewd s f at her: an automatic crop a
equally uncomfortable, in this case partly because the picture is on screen fordssé3ong
seconds as opposed to 8 § tatthephsissoslowtgtbbde f at h
almost imperceptible. When combined with the grainy pixelation of this tinyx@4l)

37kB) i mage, |l judged, and wrote in my field

wor ki ngo.
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Figure6.14 The beginning and end of i Moviebs

Again we improvised, and | took this photograpiSointsewtholding her phone, displaying

the picture of her mother. | liked this image because it makes obvious some of its owh story
also knew that the highes image taken by my iPhone would be less jarring to watch when
subjected to the long zooBomtsewwsed in her story.
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Figure 6.16. The image at the beginning and end of its transformation in the final version of

Somtsewds st ory.

We kept the Ken Burns effect, but edited it so that instead of an arbitrary pan across the

image, it creates zoom into the photograph of her mother.
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This was a major intervention by me as a facilitator. | made it believing that it would
serveSomtsewuwand her story well but my ambitions in this case surpassed her own. One of
the major movements in the dancdafilitation emerges clearly here: On the one hand there
is the injunction finodbnoto t@eade wiowlrerddcagteo p
i mposing onebs own style, judgements and pre
any digtal story is intended to be shared, it will inevitably be judged by its audieitse
message, its style and its technical quality will all be up for discussion. Some of the standards

by which these judgements will be made are, thanks to the ubiquityvadnketd media,

fairly universal. A crisply focussed, highe s ol uti on picture is |ikel
than a blurred or pixelatedor®p i ct ur e thatoés |l eft tilted sid
are missing, is likely to lose audience attentieneen i f t hey arenét quite

case. | take it to be part of my job as a facilitator to guide the stories in a way that will earn
them the respectful attention of their audieh@®me of the changes to be made are obvious,
some less so.

When | made my own first digital story, at a workshop in Berkeley in 2010, | faced the
Aino pictureso problem in talking about a tra
pictures of Zimbabweastone sculptures that seemed to me to communicate some of the
emotions | wanted to express or suggest. Facilitator Andrea Spagat spent a couple of hours in
Photoshop, making me a collage that arranged the heads of all those sculfiwasmigie
unbrdken line that | could pan across. This was, again, a major intervemtibih was one
that | welcomed as a gift. The collage was genuinely useful and enabled me to make a story
that did what | wanted it to do, more effectively.

| feel satisfied that mynterventions in this case were in fact supportive rather than
violentbut i n the «case perhapskines quiteactose éorthé edgepby ct ur e |
ignoringSomtsewé s f i |l ter. Feeling out exactly where

imposition lies requires constant attention.

Transformations 2: Mandisa Jacobs
Somtsewbds transformations were a response to th
having very few pictures to work with and a set of editing choices imposed by d1tdwey
were an impreised response to a set of constraints.
Mandisa Jacobsd6 story shows another set of

already deeply engaged with images: Al take
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editing on my 4Wihéamareaabundanm atchise@andaging different

softwaré® Vegas Movie Maker as opposed to iMa¥ishe was able to effect a series of

choices, largely to do with colour, that gave a particular emotional tone to her story.
Jacobs used a number of imagesed on her phone, many of them already edited by

cropping or filtering:

42 Postworkshop interview, September 2@&017.
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Figure 6.17: The original images used in Appreciation.

In her story, about the suicide of a friend, she removed much of the:colou

Figure 6.18: Colour-shifted images

She al so, at t he moment in the film where sh

zoom that strongly suggests both dissolution and ascension:
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Figure6.199fi The next morning | received a phone

Nokuthula passed away. She overdosed herself

Thi s was a Vv er y oukeowhdweheyasayevheo yoo diecyeu:go td héaven
and all those things, and how we expect heaven to be up in the sky, so the sky, like the
zoomingintotheskyjusy ou &ee ?0

These transformations not only gave additional emotional weight to the story, they also

helped to alleviate some of the discomfort that might otherwise arise from a story which uses

43 Postworkshop interview, September 20th 2017.
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