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1. Executive Summary   

There are a variety of approaches for using theatre to engage people and communities for bringing about change. In this review the term “Popular Theatre” encompasses the array of approaches and terms for theatre as a tool for development, including: Community Theatre, Forum Theatre, Street Theatre, Theatre of the Oppressed, Social Action Group (SAG) Theatre, and Theatre for Development (TfD). 

Since July 1999 CARE West Bank Gaza has been providing support to a non-profit NGO, ASHTAR, for advancing Popular Theatre (PT) as a developmental tool for promoting individual and community rights.  As a part of the impact evaluation of this project conducted in June 2003, the evaluation team first carried out a comprehensive literature review on PT projects through out the world, with particular emphasis on impact evaluations. This literature and resource search included: library catalogues; on-line book stores, e-books and articles; as well as personal communications. The limitations of this review are primarily due to either a lack of written documentation, or to inadequate dissemination of reports and information by the PT groups that were not identified by this exhaustive search.  It should be mentioned that a discussion of ASHTAR’s evaluation methodology is intentionally omitted from this literature review, as it will be the topic of a separate comprehensive impact evaluation report.

Numerous publications and articles were found describing the various forms of Popular Theater projects that have evolved since this approach began re-emerging in the 1960’s and 1970’s. This search identified twenty-five currently active PT programs. All were contacted by email about their specific methods for impact evaluation. However, only 7 provided substantive reports or materials concerning impact evaluation.  

The literature search and personal communications revealed that over the past three decades Popular Theatre has become a powerful tool for development through out the world. Various approaches for PT are being applied effectively to raise awareness on a vast array of socio-political and health themes. Popular Theatre extends beyond the traditional approach of simply imparting information, to engaging and empowering audiences to become active participants in discovering appropriate solutions for themselves. Unlike other communication media, PT achieves community participation in the planning and implementation of development strategies to awaken the potential and the capacity of disenfranchised groups through self-discovery. Because the actors are living the issues and not merely preaching a message, the audiences are more engaged, less suspicious, and less offended by culturally sensitive subjects. 

Determining the overall impact of PT as a tool for development is difficult due to both a lack of documentation and the lack of established methods. In principle, theatre applied to developmental issues attempts to bring about social change from a grass roots level of ownership and participation.  However, in practice, anecdotal reports suggest that TfD has tended to present developmental messages using outside professionals performing to audiences who did not necessarily ask for the messages. Although artists may be well focused on the production, they may not have the long-term perspective or the time for looking at and documenting the long-term impact of their efforts. While the limited information available, anecdotal reports, and intuition all indicate definite impact, the general lack of pooled information and the variety of methods, concepts, and organizational capacity of PT groups make it difficult to provide more conclusive documentation on impact.

Monitoring and evaluating PT is more complex than traditional donor projects. Measuring attitudes, beliefs, cultural practices, and emotions is much more difficult than determining a per centage of children immunized or attending school, for example. Furthermore, little secondary or baseline information, such as information available through national statistics, is available for quantifying or providing baseline information relevant to measuring the impact of PT. In addition, the results of PT are not readily visible, like a new school or increased agricultural production. Although donors are paying increasing attention to PT as a tool for development, the lack of and difficulty in providing information for monitoring and evaluating, makes maintaining the donor’s interest and support a challenge for PT projects. 

Like other development projects, PT suffers the same weaknesses of information gathering, analysis, and lack of use by management. Less attention is directed at defining the most appropriate and most practical indicators in the first place. Project designers and theatre staffing may not be sufficient or properly trained for effective monitoring and evaluation. Like many donor projects, donors may prefer quantitative data like coverage figures, whereas the behavior change objectives of a PT project also require qualitative information to more accurately reflect on the achievements.  

The PT projects identified focus primarily on collecting information on the more immediate impact of a performance at the time of the performance. The most frequent method of information collection involves performance interviews and/or focus group discussions. Traditionally, PT programs rely on service statistics, such as performance attendance and number of shows, and on primary data collection through post performance interviews and group discussions for evaluating their impact.  The extent of monitoring and evaluation by PT projects appears to depend on the level of support that they are receiving, as well as the level of development of the organization. In other words, the better funded and the more established organizations tend to have more activities, methods and indicators for monitoring and evaluating their work. For example, some theatre groups identified first collect baseline information and then follow progress using methods such as quantitative scoring questionnaires as well as interviews and group discussions with secondary sources, such as teachers and other service organizations. Other methods applied for monitoring and evaluating PT include: video taping audience responses; measuring change in the use of related community services such as patient or counseling visits; open ended questionnaires which illicit opinions and perceptions as opposed to “yes or no” like responses; tracking a selected number of the audience and observing their behavior for a certain period; observation and feedback in the community; and even measuring the rate of clapping by the audience. One PT group uses formative evaluation, whereby evaluation is integrated into the routine project activities so that adjustments can be made on an ongoing basis rather than awaiting for an evaluation.

Too often, impact evaluation has been viewed as a distinct process, separate from the performance process.  While theatre groups are interested in producing their plays, donors find themselves predominantly focused on project results. Bringing together these two needs in a comprehensive approach enhances the impact of Popular Theatre. For example, some theatre groups use baseline research to determine the knowledge gaps and misconceptions to formulate their strategy and performances. They then follow selected audience members over time to observe how effective the performance has been and to help develop new performances.

The impact of Popular Theatre can be increased, sustained, and evaluated more effectively through more coordinated follow up with local organizations and leaders in the community, and with other projects which are also involved with the different aspects of the performance theme. Follow up after the performance is just as crucial as the performance. Ideally both performers and facilitators should regularly return to the community to further explore issues and develop more effective performances. Linking both acting and social skills better enables both disciplines to bring about desired change. In one country the actors improved their ability to conduct more effective discussions through training in social analysis. Of course, the extent of involvement in post performance activities by a theatre group for enhancing impact and for monitoring and evaluating their work always depends on the resources and time available.

2.  Introduction

Methodology for literature review 

This report was commissioned and funded by CARE/WBG.  However, the views expressed are those of the authors, and are not necessarily shared by CARE/WBG or its staff.

This literature review was pursued primarily as desk-research.  Initially, reference materials were researched and obtained through library catalogues,  on-line book stores and on-line e-books and articles, as well as reference sources on hand.  One invaluable reference source included a CARE publication (CARE/Uganda: Guidelines to Monitoring and Evaluation, by T. Barton).   However, due to the scarcity of reference materials on the topic of popular theatre impact evaluation, deeper investigative attempts were necessary.  

To obtain more specific topical information, 25 popular theatre programs were identified from around the world.  Each one was contacted by email about their specific methods of impact evaluation for their popular theatre program.  Although nearly half of these groups responded, only 7 were able to provide substantive written project reports and impact evaluations materials.  This information was further supplemented and clarified by personal e-mail exchanges and telephone calls.   Additionally, several few face-to-face interviews were conducted with theatre academicians.

What is popular theatre?

Popular theatre definition

There are a variety of terms for different forms of theatre for development- educational theatre that engages people and the community for bringing about change. These terms include: Popular Theatre, Community Theatre, Forum Theatre, Street Theatre, Theatre of the Oppressed, and Social Action Group (SAG) Theatre.  Although there are variations in style, for this review we have generally used the term “Popular Theatre” (PT) to apply to all of these forms of educational theatre for easier reading and consistency. The following summarize the key findings from an extensive review of literature and Internet searches, and personal communications with experts. 

Background

Although the origins can be traced back to pre colonial and even pre Greco-Roman times, today’s Popular Theatre (PT) began evolving during the 1960s and 1970s, in Latin America under the influence of the Brazilian artist educator, Augusto Boal. Over the past three decades PT has become a powerful tool for development through out the world.  The strategy of popular theatre is used effectively to raise awareness on a vast array of socio-political themes including: political injustice and corruption, domestic violence, environmental degradation, injustice against children, basic education and illiteracy.  Popular theatre is also utilized to create awareness on a broad number of health topics including HIV/AIDS, oral rehydration therapy, immunization, family planning, sanitation, food security and safe motherhood. The emphasis of PT extends beyond the traditional approach of simply imparting information, to engaging and empowering audiences to become active participants in discovering appropriate solutions for themselves. 

Purpose

Unlike other communication media, popular theatre strives to achieve community participation in planning and implementing development strategies and to awaken the potential and the capacity of disenfranchised groups through self discovery, self presentation and self prescription (Walter, V., 2003). In essence, Popular Theatre speaks to the common people in their language and idiom concerning problems directly relevant to their situation (Srampickal, J., 1994). Through the help of theatre, the audience is made to reflect critically on such issues in the hope that by becoming aware of the intricate nature of their situation, they may become ‘masters’ who can challenge and change their world for the better (Srampickal, J., 1994).  Popular Theatre thus serves as an important device for communities to collectively share stories, to participate in political dialogue, and to break down the increasing exclusion of marginalized groups. (van Erven E., 2001).

Fundamental Elements

Popular Theatre is not popular “just because it takes place in the street or in the community market place, or because it does not follow the cultural roles of traditional theatre. It is popular because the content is different, the expression aims at communicating human values, and ultimately because it builds on existing community based democratic organizations” (Gumucio-Dagron, 1994).

The nature of theatre is in the art of storytelling, engaging the audience in a dramatization of 'real' issues and ‘real’ lives, and so allowing the issues to be addressed without stigma or condemnation. Because the actors are not preaching a message, but instead, like the audience, living the issues, the audience is more engaged, less suspicious, and not as easily offended by subjects that border on taboo, personal beliefs, or  privacy. They are not being told what to do, but rather they are being invited to share and ‘live’ other options. (African Research and Educational Puppetry Programme educational Trust, AREPP)
A truly Popular Theatre engages the people to initiate and develop theatrical explorations of their problems and so involves them in a continuous process of self-education.  A facilitator, or catalyst, increasingly involves the spectators both in creating and performing the play, until the catalyst is no longer necessary. The spectators become actors.  To reach this ideal, a catalyst group should not only be able to raise the consciousness of its target audience, but also to impart theatre skills, and an understanding of the relation between drama and problem exploration.  Ideally, the community members are enabled to initiate and sustain dramatic activity in their communities (Mda, Z., 1994).

Popular Theatre transforms the passive receiver of messages into a critical, reflexive and active participant in the communication process.  The educational objectives are not complete unless the individual or the community has the means to: communicate, speak their own thoughts, take possession of a language, and explore.  The bottom line is that individuals become the subjects of their own development, and not just passive objects (Gumucio-Dagron, 1994).

Thus, Popular Theatre applies entertainment with education, or “edutainment,” and thereby does not present a play simply about facts or teach desired change. Rather, PT addresses issues and barriers in a non-threatening way, according to the beliefs and culture of  the audience. It must show why the audience should consider altering their beliefs or behavior. It must also show how they can go about doing it. It must empower them to feel able to do so. (AREPP, 2003)

Popular Theatre can only have consequential impact if the root cause of a people’s ‘apathy’ is critically examined, not just within the confines of local structures, but in terms of wider historical, social, political and economic forces at play at national and, sometimes, international level. Only when this deeper analysis occurs will PT be capable of motivating communities to initiate and participate in development activities in a meaningful way (Mda, Z., 1994).

Popular Theatre, along with other folk media, offers a process of using a community based communication strategy to involve community members to inform, motivate and mobilize their people to adopt desired practices to improve their welfare (Kinyua, M, 1988). Utilizing existing traditions such as songs, storytelling and drama offers culturally appropriate ways of enhancing the communications component of the health care and social system to make it serve the poor majority in a readily comprehensible, credible, affordable, and accessible form (Silver, 2001). 

Theatre for Development (TfD) – a misused tool for development?
In principle, Theatre for Development  (TfD) attempts to bring about social change from a grass roots level of ownership and participation.  In practice however, TfD has tended to present developmental messages using outside professionals performing to audiences who did not necessarily ask for the messages being delivered.   This contradiction has often occurred because development workers, who need to address specific issues, have generally welcomed the notion of using performing arts for passing their viewpoints and for proposing solutions.  Additionally, local performing groups have often embraced the opportunity to help their community by using their skills as artists. 

“Plays aimed at development or donor issues have too often pre-empted an open debate by offering advice and solutions within the play to the problems identified by the 'data collection' (Mavrocordatos,  A., 2003).  This common type of error has been pointed out by Paolo Freire.  While the intent may be on participatory approaches, unfortunately the habit of merely communicating messages to people remains endemic. “By and large TfD in India, Africa and the Pacific is still run on conventional message bearing terms, often using existing groups of performers,  storytellers, puppeteers and musicians.  Notions of participation and empowerment have long suffused the rhetoric of community development, but the practice lags behind.” (Mavrocordatos,  A., 2003) “Instead of exuding the characteristics of a particular community, it (Popular Theatre) has become static and formulaic, often abandoning the dialogical nucleus.  Once the form begins to abandon the notion of dialogue, it moves further away from meeting the goal of 'conscientization' as the investigation of the community’s history is minimized.” (Byam, L., 1999)

Clearly a short-term didactic approach to TfD does not take this process into account. A group of young people, for example, may not necessarily change their sexual behavior after seeing a play about a prostitute or her client becoming ill and wasting away, ravaged by AIDS and its fatal effects. Entertainment alone does not address the root of problems and social behaviors. 

While TfD may have some positive measurable impact for the short term, criticism has been raised that TfD does not lead to long-term solutions.  “At present, since almost all arts for development work is sponsored by NGO’s with specific amelioration goals, it tends to be directed towards ‘bandaging’ strategies, namely plays, songs, dances, posters, radio jingles or soap operas advising people how to improve their lives within fairly narrow sectoral domains” (Kerr, D., 1999).  The challenge remains for this institutionalized role of popular theatre needs to be transformed in ways which can help communities comprehend the macro-economic inequalities at the root of their major problems (Kerr, D., 1999).

Some donor agencies are now turning down proposals for TFD programs. They may see TfD as an extra with no proven record of success.  But, in its unadulterated form, the process of Theatre for Development is inherently a potent strategic tool that should be at the heart of any community development initiative that envisages social or behavioral change. The present challenge is to demonstrate that it is possible for TFD practitioners to work directly with communities researching and creating plays with them, using their own ideas, art forms and acting talents (Mavrocordatos,  A., 2003).
3.  Communication strategies used by popular theatre       (Theoretical models)
Development communication model - from marketing to a participatory approach

The current emphasis in development communication is not only on access to communication media, but participation in media programming.  The assumption is that participation in media production leads to participation in community development.  This is a shift from the marketing approach, known as ‘persuasive communications,’ or ‘social marketing’ to a more participatory approach. (Mda, Z.,1993).

The question is how to find a way to draw rural communities into participatory communication rather than the purely transferring information. The Marotholi Traveling in Theatre in Lesotho recognizes this and states that: “For communication to be complete and effective it must be two way instead of a top down, one way flow of information.  However for communication to be two-way, there must be communication among community members themselves.” (Mda, Z., 1993).

Friere characterizes the communication process as transformational, meaning that communication transforms knowledge and ideas, and consequently reality itself.  Since knowledge and ideas as concepts influence how people perceive and act upon nature, communication unveils and transforms the social environment.  Friere believes that the average rural community member is not merely an empty vessel into which facts can be poured, but rather a knowing being.  The task of the communicator is to activate the community to express its needs, to formulate solutions, and to organize politically to achieve its goals.  Therefore, participation becomes an essential element of liberation (Mda, Z.,1993).

Social psychology models

Research on the impact of popular theatre has certainly not received the extensive attention enjoyed by the mass media of radio and TV.  Nevertheless, the information explosion on the effects of mass media entertainment communication strategies can shed light on PT’s theatre’s impact on audiences. During the early decades of research on the entertainment education strategy employed by mass media, TV and radio soap operas as well as Popular Theatre, the main question pursued by scholars was to determine the effects on audience individuals.  Policymakers were unconvinced that investment in entertainment education was sound.  

During the 1990s, little doubt remained about whether entertainment education had an effect.  Instead, scholarly attention turned to how entertainment education has its effects in creating knowledge, changing attitudes, and influencing individuals to adopt family planning, HIV prevention, and other behavior changes.  In recent years, scholars have found that an entertainment education message often serves as a catalyst for interpersonal peer communication, which in turn leads to behavior change in other audience members. (Entertainment-Education: a communication strategy for social change, Singhal and Roders).

Only since the mid-1980’s have university based communication scholars become involved in research on entertainment education, beginning with the TV soap opera Hum Log  in India (Singhal & Rogers, 1988).  Scholars introduced key concepts of study such as: the social modeling by audience individuals with the behavior of positive and negative role models presented in media messages,  individuals’ self-efficacy, and para social interaction. (Entertainment-Education: a communication strategy for social change, Singhal and Roders, p.148).  

Consideration of behavior change models are helpful in predicting the most likely impacts of a particular program to evaluate. The hierarchy of effects model (McGuire, 1981; Prochaska et al., 1992, Rogers, 1995) shows that most individuals pass from knowledge of a new idea, through forming a positive attitude toward the idea, to adoption and use of the idea. The implication is that an individual must be informed about a new idea, such as HIV prevention, and develop a favorable attitude toward the idea, before changing behavior.  Other behavior change models also exist depending on the relative ordering of knowledge, attitudes, and practices in behavior change research (Valente et al., 1998).  For instance, one may argue that PT performances work more through emotional appeals than rational ones and hence can be expected to change attitudes before knowledge. (Entertainment-Education: a communication strategy for social change, Singhal and Roders). In this case, it would be more appropriate to first look for attitude change in popular theatre audiences before changes in knowledge.

Social modeling theory

The central tenet of Bandera’s (1977, 1997) social modeling theory (also known as social learning theory) is that an individual can learn new behaviors by observing and imitating the overt behavior of other individuals who serve as role models.  In this way, a model can (1) demonstrate how to perform a certain behavior, and (2) convey the self-efficacy required to undertake the new behavior (Bandera, 1989, 1997). The social learning process is reinforced by the learner’s observations of the consequences of the modeled behavior.  Behavior that results in benefits to the model is positively reinforced for the observer, whereas behavior that results in a disadvantage for the model is negatively reinforced for the observer (Bandura, 1994).  Observation of the model by an individual thus serves as a vicarious trial and error of the new behavior.

Engaging in a performance provides the audience with the opportunities to safely rehearse the consequences of attitude changes, and thus facilitates change. Edutainment theatre is particularly suited to impact on individuals, creating mini epiphanies that raise people's awareness and consciousness about their rights, personal worth, and the way in which they relate to others. The experience of public performance also exerts a social pressure on the members of the audience, which also affects impact. (African Research and Educational Puppetry Programme educational Trust- AREPP)

In order to change attitudes you must allow the audience to encounter their own attitudes. It is only then that you can encourage someone to change his or her mind, when it is their choice. Change must come from within. A performance enforces and strengthens the desired messages because the messages are subtle and seem real. (African Research and Educational Puppetry Programme Educational Trust, AREPP)
Self efficacy

Self-efficacy is an individual’s perception of his or her capability to deal effectively with a situation and a sense of perceived control over a situation.  Self-efficacy may be understood broadly as the degree to which an individual believes that he or she can control his or her future (Bandura, 1977, 1997; Rogers, 1995).  For example, an individual who perceives herself as efficacious is more likely to adopt a family planning method because she believes that she can control how many children she has during her lifetime.  Low self efficacy individuals can raise their resilience through social modeling by emulating individuals who exhibit effective coping strategies, and by learning from models how to gain support from their peers (Singhal, A., and Rogers, E.,2002).

Social change, according to Bandura (1997) often requires a strong sense of collective efficacy among individuals.  Collective efficacy is the degree to which individuals in a system believe they can organize and execute courses of action required to achieve collective goals (Bandura, 1997). 

In contrast to the social modeling theory, the theory of self-efficacy maintains that simply portraying the desired behavior is often insufficient to create behavior change, particularly when that attitude or behavior seems to run contrary to the norm.  In order to fully engage and truly participate, audience members must also feel empowered and able within themselves. Thus feelings of competency are significant, and perhaps crucial, in bringing about attitude and behavior change (AREPP Educational Trust).

“In order to change attitudes, you have to allow the holder of them to see them as they are, their true impact and real consequences, and then to encourage them to change their mind of their own accord; their choice. It is impossible to force or intimidate someone to truly change; it has to come from within.” (AREPP Educational Trust) 

Thus, addressing HIV/AIDS education, for example, “is not only an issue of presenting plays about facts and teaching about prevention, it must also address, in a non-threatening way, the very fabric of beliefs that the audience hold regarding sensitive issues such as sex, relationships, and morality. It must show why they should consider altering their beliefs or behavior. It must show how they can go about it. It must empower them to feel able to do so.” (AREPP Educational Trust)

One of the first groups in India to use PT as an organizing tool, the Association for the Rural Poor (ARP) was founded in 1971 in northern Tamil Nadu. ARP’s work in theatre has centered mostly around organizing the landless, following Freire’s methods of literacy and cultural action. Their strategy is to make use of comments made by the audience, from the defeatists to the more daring, to help them deal with their fear and submissiveness, to overcome some of the conflicts within the community, and to press home the point that if they are really united no power can stop them. (Srampickal, J.,1994)

4.  Measuring the impact of Popular Theatre

As communication programs utilizing entertainment/education approaches such as popular theatre grow more sophisticated and strategic, evaluation is not keeping pace with their innovation. While funders are asking for more information on results, evaluators are grappling with how to make their way in this developing and challenging field. They are trying to understand the strategies and theories that guide programs and how to choose the right outcomes and methods to assess them (Coffman, J., 2002).

Impact versus effects

Impact has been defined as the result of a project’s final goal. Effect represents the result of a project’s intermediate goal. Effects comprise a target population’s responses to the project outputs, such as change in behavior. (Barton, 1997). In the context of Popular Theatre evaluation, impact may be defined as: “significant or sustainable changes at the household level in the lives of people with whom a particular popular theatre programme works.” (AREPP).  Impact may be further taken to mean “giving the audiences the skills and information necessary to make their own choices.” (AREPP)

Purposes of information   

(Adapted from: Barton, 1997; CARE-Uganda: Guidelines to Monitoring and Evaluation)

Briefly stated, the uses for information produced by or about projects include: 

(a) informing people who have to make decisions, whether inside or outside of the project, and 

(b) describing for persons who want to learn from the project, including the achievements, constraints, and failures.  

While some may view information collection as only a reporting or a project requirement, the routine use of information leads to improved quality, greater impact, and a more cost effective effort.  Routine use of information, or measuring the impact of Popular Theatre, provides these benefits.

· Target population response  
Monitoring and evaluating examines the responses of the community to the services and inputs by the project.  Such information helps ensure acceptability and usefulness of future performances.

· Target population impact    Measuring a project’s impact on the community paints a clearer picture of the effect of the project on quality of life and living standards, such as empowerment, health, civil liberties, and relationship to environment.

· Achievement 
Popular Theatre professionals, like others involved in communication, need to be constantly aware of what they have actually accomplished. For community participants, determining both short term and long-term impact provides encouragement and re-enforcement of feelings of control, competency and self-worth (AREPP).

· Assessing progress
As with any project, impact evaluation is necessary to determine if the project objectives are being achieved.

· Identifying strengths and weaknesses    Impact evaluation identifies where a project needs improvement and how it can be done.  

· Effectiveness    Measuring impact shows which activities have worked and which need further improved.

· Sharing experiences    The evaluation process highlights both the mistakes and the positive approaches that should be continued, expanded, and shared.

· Advocacy  and support   Identifying the specific impact and results on influencing a community provides evidence and marketing facts for attracting future support from communities, local partner organizations, and donors. Impact evaluation demonstrates to donors that the money they are investing in this educational effort is having an impact. (AREPP).  

Common weaknesses

Measuring the impact of Popular Theatre suffers the same weaknesses of information gathering, analysis and use as other projects. The following are common factors in weak information, monitoring and evaluation systems. (Adapted from Barton, 1997) 

· Poor project design 
   Some projects are too hastily developed in response to available funds, omitting a thorough analysis of the community needs and situation. They proceed without knowing the most appropriate indicators or the baseline. Some donors and NGOS are relatively unsophisticated about monitoring and evaluation (M/E), either lacking interest in information management as a component of a project, or regarding M/E only as a tool for accountability, and not as a part of project design. PT programs have tended to rely on reported changes as perceived by the performers and their clients, rather than on a systematic collection of information.  
· Human resources 
Staff may not be well experienced in information management. As a result, some may be apprehensive about the ‘difficulty’ of monitoring and evaluation. This apprehension may be increased by the lack of common agreement about standards and methods among professionals.   

· Quantitative bias
Donor demand for numerical results as well as over dependence on log frames have resulted in an over reliance on quantitative information.  While usually easier to collect, compare, and summarize than qualitative information, quantitative data leaves out explanations, the human voices, and the actual is happening.  There is safety and simplicity in figures such as numbers of trees, or quantities of condoms taken away from the clinics. (Alex Mavrocordatos, cdcArts). 

· Low priority       Persons assigned to data collection are frequently expected to take this role in addition to their service-oriented tasks. Information collection is usually looked upon as a clerical task only, rather than as a means for improving performances and sustainability.
· Limited Involvement       Many staff do not understand why they are collecting the information. They may have no sense of how the information contributes to or can even be used in their own work.  This problem is most common when staff members do not participate in either the planning for information gathering or the analysis of the data collected.

· Poor feedback 
Failure to receive feedback about information that has been collected contributes to low morale and a perception that collecting information is not important. Failure to give feedback to the community promotes an attitude that the data collection exercise was a waste of time, and may breed reluctance or even resentment toward any future information gathering.

Popular theatre projects differ significantly from traditional development initiatives such as health interventions or constructing schools or roads, Measuring attitudes, beliefs, cultural practices, and emotions is much more difficult than determining a per cent of children immunized or attending school. Nor are the results of popular theatre readily visible, like a new road or a new school. Artists, being creative in nature and more oriented to human emotions, may value neither spending time nor evaluating their work beyond the stage and the immediate audience. Although the term “project evaluation” might appear bureaucratic, in practice artists are constantly “evaluating” their performances as they rehearse. 

Measuring the impact of a popular theatre project should have the same fundamental outcome as working on improving the script and acting techniques:  “so you can do the next one (project or performance)better.”  Although monitoring and evaluation has tended to be dominated by Management Information specialists and statisticians, British community artist and evaluator Gerri Moriarty describes the importance of evaluation in more qualitative terms. “Evaluation is a daily human activity, an essential step in the process of integrating learning and moving on to new discoveries. Evaluation supports the desire to understand more deeply, see the truth more clearly, and act more effectively.(Moriarty, 1997) 

5. Methods applied for evaluating Popular Theatre and the results 

Introduction 

Popular theatre evaluations have traditionally relied on primary data collection, including individual interviews and group discussions.  Observation, another primary data gathering method, has been utilized as well, but to a much lesser degree. Because of the specific information requirements of most PT projects, little of the necessary information already exists as secondary data, such as information available through national statistics. This is primarily due to the lack of descriptive information available relative to Popular Theatre audiences, such as community attitudes and beliefs.

Research on the effects of  “edutainment” in developing countries confirms that this strategy changes behavior.  However, the effects investigated have been mainly individual and short-term behavior changes, such as the adoption of family planning methods and HIV prevention. Rigorous data gathering methods for measuring the impact of TV, radio, music, and a few street theatre programs on their audiences have been employed. These methods include analysis of surveys, focus groups, clinic data, case studies, telephone calls, and content analysis of episodes and letters (Singhal, A., and Rogers, E.,2002).  Although strong degrees of attitudinal and behavioral effects have been shown for each of these media, their approach for evaluating impact tends to be beyond both the financial and human resource capacity of most PT projects. 

Projects need qualitative data about the nature of results (e.g., beneficial or harmful effects, intended or unintended impacts).  Projects also require quantitative data (e.g., about the distribution or intensity of the results) to ensure the accuracy and representativeness of the analysis (Barton, 1991).  Accordingly, some PT projects have incorporated information systems requiring the collection of both quantitative and qualitative data.  Interviews, for example, which inquire into another person’s perceptions about one or more topics may be structured (e.g., questionnaire survey) providing quantitative data, or open-ended (e.g., in-depth interviews) which provide qualitative data (Barton, 1997). Qualitative approaches tend to yield more in depth information amenable to better interpretive analysis. (Hughes, J., 2001).

Conducting pre and post performance audience interviews has been a traditional way of obtaining information on the immediate impact of a performance in behavior change communication programs.  Popular theatre evaluations have often used interviews with structured questionnaires for collecting a variety of quantitative data.  However for the reasons described above, many participatory M/E practitioners share a critical view that surveys and questionnaires alone do not provide enough information.

Non-participatory approaches to data collection such questionnaires have been widely used in evaluating popular theatre projects. However relying solely on this technique risks losing the human context of the impact (Barton, 1997).  Structured questionnaires are often not well accepted by the respondents, and therefore can be unreliable.  Effective quantitative studies require specialized skills for questionnaire design.  Pre-coded questions only allow answers within a defined range.  Such questions can be asked quickly and rapidly analyzed by a computer, but they can also bias results. (Barton,1997).   

Donors and popular theatre projects are paying increasing attention to the value of participatory methods.  By starting from local knowledge and empowering people, participatory approaches challenge the conventional tendencies to rely only on scientific knowledge and a strong central authority (Barton, 1997).  One example of a participatory data collection technique that has been employed by PT programs is scoring and ranking (Pilesorts). This participatory method is used to identify and apply local criteria for rating different items. The pilesort task is used primarily to elicit from respondents judgments of similarity among items in a cultural domain. It can also be used to elicit the attributes that people use to distinguish among the items (Borgatti, S., 1997).
Quantitative methods – Case Studies

Nalamdana Street Theatre is a non-profit organization in India whose mission is to create a healthier and better-educated society in India. Nalamdana’s strategy is built on the philosophy that by empowering people with the necessary information to make informed decisions and the leadership to facilitate cooperation at the community and resource level, positive change will be both inevitable and sustainable. Nalamdana focuses on preventive health communication through street theatre, music, videos, and other creative, and educating techniques, and on youth leadership development (Nalamdana, 2003). 

To evaluate the effectiveness of three dramas created to disseminate HIV/AIDS information, Drs. Thomas W. Valente and Uttara Bharath, Dept. of Population and Family Health Sciences in the School of Hygiene & Public Health, Johns Hopkins Univ., Baltimore, conducted a study in partnership with Nalamdana Street Theatre. Pre-drama and post-drama structured interviews were conducted with a cohort of randomly selected audience members from ten separate performances in the state of Tamil Nadu, India (N=93). An interview was also conducted with a post-drama-only comparison group (N=99).  

The results showed a significant increase in HIV/AIDS-related knowledge occurred as a result of watching the drama.  Before the drama, audiences had relatively high levels of accurate knowledge about HIV/AIDS but lower knowledge levels of common HIV/AIDS misconceptions. The drama reduced misconceptions and also increased the level of reported intentions to treat HIV positive individuals more kindly. The research demonstrates that drama can be an effective medium for communicating HIV/AIDS information and can reduce knowledge gaps associated with low levels of formal education. Drama can also be used to convey socioemotive and sensitive material. (Valente, T., and Bharath, U., 1999)

The AREPP Educational Trust is an innovative and creative educational theatre organization, which has been operating nationally in South Africa since 1987. Using dramatic theatre performances, AREPP tours nationwide, providing interactive, live, social life-skills education to school age youth in all different communities and in the official languages of South Africa. The focus of AREPP’s work addresses the issues of HIV/AIDS, sex, sexuality, relationships, gender, discrimination, self-image, and all forms of abuse. AREPP runs 6 tours nationally at any one time, divided into the 3 projects for: 6-10 year olds, 11-15 year olds, and 16-25 year olds. Their shows are designed to support the initiatives and objectives within the National AIDS plan and the Life skills Curriculum. AREPP has received tremendous praise and full support from the South African Departments of Education, Health and Social Development. 

Each performance is followed by an intensive facilitated discussion, separately with both the learners and their educators, to address any issues that have been raised and to encourage peer interaction and understanding. To help guide discussions, printed materials are distributed including a teacher’s workbook on how to utilize the AREPP show in their routine curricula and a   pupil’s supplementary facts and information follow up brochure, in all of the languages of South Africa.

To measure both individual and group change in selected areas, AREPP relies on observation of the responses to the performances, the nature of the interaction during the facilitations, and the type and depth of the questions and responses by the audience, usually teachers. Thus, their monitoring system is designed so that the audience responses are captured and then compared over time. 

AREPP monitoring forms are revised so that they can capture observations and assess responses to each performance. Performance teams make an immediate assessment after each performance using a quantitative scoring method with a scale of 1 to 5, where 1 is strongly disagree and 5 is strongly agree. A question is added to each statement to further clarify and illustrate responses.  As such, this rating method provides both a quantitative as well as a qualitative snap shot of the reactions, the questions, the stories and contexts of the audience for each show that can be tracked over time.  For example,

Learners feel they are more in control of their own lives. 

Strongly Agree □Agree □Not Sure □ Disagree    Strongly Disagree □
State why, using specific examples to illustrate your feelings?  ______________

To help better define the variables influencing impact and to enhance the reliability of their information, AREPP also developed profile indicators for comparing with their ranked observations.  Profile indicators can include quantitative data such as: pregnancy, poverty, suicide, bullying and violence, physical and substance abuse rates. 

In one school project AREPP developed questionnaires for collecting baseline information and then information prior to each performance with a final questionnaire after the 3rd performance. These student questionnaires provided aggregated scores for comparison at different stages of the three-year project.  The questionnaire asks a series of statements to which students respond by ranking where 1 is strongly disagree and 5 is strongly agree. So, for example, questions for measuring an increase in self-esteem included "When I look in a mirror, I like what I see," and "Most of the people I know like the real me."  Questionnaires were also created to capture ‘teacher profiles’ by asking such questions as “What is the best way to maintain discipline in your school?” and “What would you say to a young man of 15 who asked for a referral to get condoms?” This process helps AREPP assess implementation with specific impact indicators and also to integrate shows into programs run by other groups, so that they are complementary rather than stand-alone.

AREPP summarizes its process of impact evaluation as one which:

· examines, evaluates and refines the tools, methods, systems and approaches which AREPP uses to identify, capture and assess the impact of their performances;

· examines differences between the indicator ratings on the impact objective at the beginning and end of a process; 

· examines differences between teacher attitudes at the beginning and end of the process;

· examines the variables in the school’s environment which impact on the difference between indicators at the beginning and end of the process;

· examines the variables concerning the way the shows are presented which influence the  effectiveness of the performance; and
· examines, evaluates and refines the tools, methods, systems and approaches which AREPP uses with clients and service organizations to assist in the follow up and support to maximize AREPP’s impact. (AREPP Educational Trust, 2003)

Clap-ometer

Perhaps one of the more innovative quantitative approaches has been the clap-ometer. A clap-ometer is an audience response instrument utilized by the University of the South Pacific in their audience impact evaluation of the Wan Smolbag Theatre. The audience’s response to a question is measured based on their subjective rate of clapping on the clap-ometer. This instrument was created because audiences regarded filling out questionnaires with numeric rating systems to be an alien, confusing, and time-consuming. The performance team also wanted to minimize their intrusion as evaluators into the Company’s own post-performance procedures. 

Although providing some useful information, this method had some intrinsic problems.. The method was  very susceptible to the presence of opinion leaders in the audience. “In one village we actually heard and saw an older man ‘loudly whisper’ what the audience response should be.” In addition, when there is no standard to follow, it is difficult to equate the level of sound with the audience’s true level of response. Furthermore, measuring audience response would not be reliable in countries where loud or more active audience responses are considered culturally inappropriate (Gaskell, I, and Taylor, R.,, 2002). 

Videotaping

Videotaping reactions to a performance has been used in TfD programs in India.  Review of audience video footage can provide both quantitative as well as qualitative measurements of audience engagement. Examples of measurable visual indicators include:

· eye contact with performance (undistracted);

· emotional responses (laughing, crying, shouting appropriate to intended message);

· attendance;

· audience gender and age composition;

· emotional responses according to gender and age; and

· number of audience members walking out.

Video has great potential for providing a relatively inexpensive way to get useful, measurable, and documented information, at least on the performance’s immediate impact at an emotional level (personal conversation with Peter Vaughn).

Community services change in use

Some popular theatre projects have used the measurement of change in the use of community services.  After performances community service agencies can often readily provide simple statistical information like the change in the number of patient visits, and the number of people seeking specific counseling. For example, after several performances by the Natoyle Popular Theatre in rural Uganda, it was observed that  “The Thursday AIDS counseling sessions had registered an increased turn-up and interest in the condom” (Mbowa, R., 1995). 

Pilesorts  
The pile sort task is a participatory quantitative method used primarily to elicit from respondents judgments of similarity among items in a cultural domain. It can also be used to elicit the attributes that people use to distinguish among the items. Nalamdana Theatre has employed this technique to complement and triangulate data gathered by other quantitative and qualitative measures.

Qualitative methods – Case Studies

Although quantitative methods may be easier and less costly to implement, quantitative data does not always provide sufficient information for judging what the audience is really thinking. Qualitative information, however, can provide a more accurate view of the audiences understanding and potential reactions to a performance. The following are some qualitative methods that have been more frequently used by Popular Theatre groups.

Focus groups 

Focus groups have been a commonly used method by popular theatre programs.  In group settings, information from one individual can be easily cross-checked with others and more than one opinion can be readily gathered.  Group interaction also enriches the quality and quantity of information provided.  In addition, focus group discussions are not only very good at disclosing the range and nature of problems, but they also serve to elicit preliminary ideas about solutions as well (Barton, T., 1997). Some popular theatre groups have intentionally settled on matching gender and age groups to conduct more open discussion of sensitive issues since different genders and age groups may not want to express themselves in front of mixed groups. (Won Smolbag Theatre, 2001)

Qualitative methods such as focus groups have also been combined with other data collection methods to reduce bias and better validate information collected by single method studies such as questionnaires. The application and combination of several research methodologies in the study of the same phenomenon is known as triangulation.

As an example, after administering audience semi-structured questionnaires to obtain quantitative data, the Nalamdana Street Theatre later conducts separate male and female focus group discussions in each selected slum or village. Separating the sexes helps to determine gender differences in attitude and practice of nutrition. (Balaji, N, and Bharath, U, 2003).  In addition to conducting focus groups, Nalamdana uses  other qualitative methods such as interviews with key opinion leaders like community matriarchs  to monitor and assess impact (Balaji, N, and Bharath, U, 2003).

To help assist in the extensive data gathering process, Nalamdana has enlisted the assistance of volunteers from the Earthwatch Institute, a Boston-based international environmental NGO.  The Earthwatch Institute puts people in the field where they can assist scientists in their fieldwork. They are part of the action, they learn new skills, and develop a deeper understanding of their role in building a sustainable future (Earthwatch, 2003).  Earthwatch volunteers are involved with mapping of target areas, data collection through surveys, key informant interviews, as well as through direct observation.) Each Earthwatch volunteer group focuses on a different group of slums or villages. Focus groups and other qualitative research are conducted by local people fluent in Tamil and trained in these research techniques (Balaji, N, and Bharath, U, 2003).

Post-Performance Discussions 

While focus groups typically are limited to a small group of persons sharing a common feature such as women of reproductive age or users of a certain service, less formal post-performance discussions are open to all audience members.   Post performance discussions have found importance in the theatre practiced by the SAGs (social action groups) throughout India.  Since the audience have no role in the production of most SAG plays, it is possible that they do not even understand the deeper implications of the play. Although not many SAGs are keen on initiating discussions after the performances, some groups like the Association for the Rural Poor (ARP), Asha Kendra, and CROSS have tried to find out if the audience has understood the play. The actors themselves divide the audience into different groups and invite responses from the audience. They ask questions like: “What did you understand from the play?”  “Who did you identify with in the play?”  “Did he do the right thing?” “Why was he trying to do what he did?”  Even though some villagers tend to wander off during such sessions, they return if requested and respond favorably. (Srampickal, J., 1994)

Lok Samiti (People’s Union) is a social action group theatre founded in Bihar, India founded in 1974 by students of Ghandi.  They work with tribal and low caste Hindus, organizing these exploited and poor groups around specific issues and building up their confidence to take action. Typically, Lok Samiti   opens up discussions on particular themes after the play by talking with small family groups. This is possible with theatre groups which operate in the style of the Lok Samiti, remaining in a village or community for an entire week, each day performing different plays on different themes. (Srampickal, J., 1994)

In the Indian village of Madwaha in the Bihar region, follow-up discussions were conducted by the author of Voice for the Voiceless. The people in Madwaha are primarily  low castes, living a ‘hand to mouth’ existence. Most audience members appreciated the story in Aadhunik Ramlila and felt that the play presented today’s problems realistically. But when it came to the question of whether people could come together to oppose an exploitative situation, no one answered for some time.  Then a middle-aged man spoke up: 

We appreciate the work done by READ and the drama troupe.  They have made it very clear to us that exploitation is mainly due to our own lack of education and unity.  However, if anyone of us raises our voice against the higher castes, they will dismiss us from their fields and someone else will get our work.  And then we will starve.

In this instance clearly awareness has been raised, but change may not occur without influencing the other audiences, such as the higher castes, who maintain control over the primary target audience. In addition to evaluating the effect of this performance, the follow up discussions revealed a need to broaden the audience for eventually achieving change, or impact. (Srampickal, J., 1994)

Semi-structured interviews

In contrast to a rigid, close-ended questionnaire, semi-structured interviews are more likely to yield in-depth opinions and perceptions.  Consisting of lists of broad, open-ended questions addressed to knowledgeable individuals, semi-structured interviews are conducted in a conversational, relaxed and informal way.  Freedom is left to the interviewer to rephrase questions and to ask follow-up probing questions for additional detail based on respondents’ answers and flow of conversation (Barton, T.1997).

In Kenya, the Family Planning Private Sector (FPPS) conducted individual semi-structured interviews in addition to focus group discussions to assess the long-term effects of its performances on the target population. A period of weeks to months was allowed to permit enough time for the audience to think about and act on the messages. The evaluation was then conducted by the organizers or selected independent persons through individual interviews and group discussions using a selected representative sample of the groups that were to be reached.  Questions were structured by the organizers in order to find out:

· the level of understanding of the messages by various community groups;

· the messages which were misunderstood;

· how people think the communication affected their behavior;

· the number of people who changed their behavior, e.g., became adapters of family planning methods as a result of the performances;

· the opinions of both organizers and audience on the use of the media, certain arts or troupes; and

· the motivation of the performing troupes to do follow up performances. (Kinyua, M, 1988)

Aside from directly interviewing audience members themselves, follow-up interviews have also been conducted with people who have been in contact with audience members.  This evaluation approach can provide insightful information about the impact of popular theatre as an entertainment education strategy that promotes interpersonal communication. From extensive research in radio and TV serial social welfare shows (i.e., serial soaps), it has been shown that audience members who engage in interpersonal communication or peer communication after being exposed to the programs are more likely than others to accept behavior change.  For example, in Tanzania  from data collected on Twende na Wakati (radio show), it was very clear that interpersonal discussions between spouses about family planning was stimulated, and that this led to decreased discordance around the issue of family planning among couples. The interpersonal communication subsequently led to increased use of family planning methods (Vaughn, P., & Rogers, E.,2000,.)
Peter Vaughn, principle researcher along with Everett Rogers in evaluating the impact of entertainment education radio soap operas, suggests the following ways for measuring interpersonal communication (personal discussion):

1. Obtain the names and contact information of a sample of audience members at beginning of a performance.  

2. About 1 week later, contact them and ask 

a. If they've talked with anyone about the performance; 

b. If so what did they tell others, and

c. What is the name and contact information of the person with whom they spoke.

3. Contact and interview that person about what they were told (i.e., what messages were received indirectly from the performance). 

Direct observation

Observation is another major method of primary data collection that has been used to evaluate impact of Popular theatre projects.  Toward this end, observation has been carried out informally, such as by paying attention to the general hygiene of households. It has also been done more formally with a structured checklist by assessing the specific aspects of the responses from children participants. While observation has the advantage of relying on physically observed phenomena, it is subjective and can generate mistaken conclusions based on the bias and interpretation of the observer (Barton, T., 1997)

Recognizing that self-reported behavior is often not entirely accurate, Nalamdana also uses direct observation by collecting specific data and tracking a selected number of individuals per community to observe actual behavior such as daily food intake, food hygiene, and food allocation (Balaji, N, and Bharath, U,  2003). 

The author of Voice to the Voiceless performs a walking situation analysis of rural Indian villages where Popular Theatre groups had been performing over the past 3 years.  He notes: “General hygiene has improved.  The children look cleaner.  The tube-well and the surrounding area are kept dry and clean at all times.  There are youngsters who resist early marriage.  School attendance has risen, and there is a growing understanding among the youth about the problems in the village. (Srampickal, J.,1994).

An observational study was undertaken to evaluate the Schools Citizenship Project in Manchester, England. This school-based drama project was started as a response to high crime statistics which suggested that petty vandalism and neighborhood nuisance behaviors were learned at an early age. Targeting 9 to 10 year old children, the aim of the project was to encourage children to explore the consequences of vandalism and nuisance behavior and learn to resist pressure to join in with negative activities.  Participating in sessions as an assistant to the drama workers, the researcher made detailed recordings of the responses of the children, relationships between the drama workers and the children and the responses of the teacher.  Thus, an opportunity was provided to discover first hand through direct involvement in small group exercises, the immediate impact of the theatre project on these groups, as well as some of the problems and difficulties encountered in the process. (Hughes, J., 2001).

In addition to conducting interviews and focus groups to measure long-term impact of its theatre performances, Kenya’s Family Planning Private Sector (FPPS) uses direct observation during performances to evaluate the immediate effect on the target population.  Several members of the organizing committee as well as designated evaluators were chosen and briefed on what to look out for and how to check feelings of the audience without being too obvious. A meeting is then held immediately following the performances to discuss what happened and what changes are needed for future events  (Kinyua, M, 1988).

Long term observation

Short and even intermediate term indicators alone may not be sufficient for measuring the long-term impact of popular Theatre Projects.  

The work of ours that has made the most impact has been the stuff that we've been doing with communities for a long, long time.  I guess what happens with a long term relationship in communities is that you respond more to the needs of the community by finding out more what those needs are. For example, out of the Blacksands play came the KPH (reproductive health) centre, based at Wan Smolbag where some of the people from the Blacksands play now work as peer educators. Our long-term relationship with Efate villages has led to the turtle monitor network, a group of people who care about the environment and collect data on turtles. We have monitors in most Efate villages now.”(Wan Smolbag Theatre)

Even if specific changes in attitude have not been formally measured, assumptions still may be made from observable behavior. An example is cited from the Wan Smolbag Theatre project: 

Chiefs from Efate have been to collect condoms from the clinic and have, it seems, a greater understanding of population issues, because we have been able to work with them over time. Other chiefs would see condoms as encouraging sexual promiscuity. 

An African community empowered by a series of popular theatre performances came up with several solutions for countering sexually promiscuous behavior that was contributing to the spread of HIV/AIDS.  Some ideas included banning of the traditional funeral rites night shelters, closing of night practices like discos and night prayers.  The measurable results became identifying and noting the change in the number of these practices in the community over the ensuing several years ” (​Mbowa, R.,1995). 

In several Ugandan sub-counties, an evaluation team from Makerere University noted that:

 …the women in particular, have gradually liberated themselves from the state of recipient beneficiaries to that of confident planners, with the capacity to manage critical situations and solver their problems independent.  The socioeconomic condition of their families and environment has been improved by empowered women’s activities that include rice farming, mixed farming, poultry, tailoring, brick making, nursery schools, and savings and credit schemes. Besides, the non-money making activities of environment protection and tree planting show that they have truly become agents of survival and development. (​Mbowa, R.,1995)

Telephone hotline 

(from a personal discussion with Peter Vaughn)

Where feasible, telephone communication can be used to help measure the response and the effects of a performance. For example a telephone hotline on the theme of the play could be established. This strategy was used in St. Lucia where a performance group promoting Family Planning set up a hot line with an answering machine. The number of callers revealed not only the level of the community’s response to the play, but also that mistrust and domestic violence were very important issues as well concerning family planning practices that needed to be addressed.

Feedback from community representatives

In the South Pacific island of Vanatu in 1989, fifteen voluntary part-time actors organized an NGO to work with communities on social and environmental issues. With only "one small bag" to carry a few costumes, the troupe wanted to show people that a theatre group could go anywhere to produce plays on health and environmental issues and travel to the most remote villages within the Pacific Islands. The group called itself Wan Smolbag (in Bislama, the language of Vanuatu) (Dagron, 2001).

Wan Smolbag has written and produced a large number of plays, drama sketches and participatory drama workshops about environmental, health, social and human rights. They perform plays and participatory drama workshops to disseminate information and create debate at the grassroots level. (Dagron, 2001). The Won Smolbag Theatre uses a participatory impact assessment process that involves community representatives for getting feedback from listeners’ reactions to the drama. They also use 2 research officers who gather feedback on a regular basis.  On several occasions the actors themselves have conducted focus groups discussions with audiences. Performing in remote villages gives the group the opportunity to stay the night and discuss issues in detail after the play.

Anecdotal information

Although not in and of itself a systematic evaluation method, anecdotal information can provide insight on the perceptions and feelings of audience members and their communities.  Anecdotal information can help confirm the value and impact of the performances which statistics themselves may not be able (AREPP).   Word of mouth feedback in small countries can also be significant. For example, the Won Smolbag Theatre learned that: ‘independent sources say that when the theatre is in a village and everything stops for the performances.’  (Wan Smolbag Theatre)

Formative evaluation

The Marotholi Traveling Theatre, a TfD collective based in Losotho, explored ways of using formative evaluation.  In this method all evaluation is integrated into the normal project activities.  This allows the planner to change the course of the program if early evaluations show that something is not working as planned.  Often a theatrical performance is used to evaluate previous performances (Mda, Z.,1993). 
Cast Reports and Client Evaluation

Other methods used for evaluating Popular Theatre include: Cast Reports where different cast members complete a report of their observations about each show’s effectiveness after every show (AREPP, 2003); and Client Evaluation where clients complete a questionnaire after every show (AREPP, 2003).  

6.  Best practices 
Theatre as Research - the marriage of research and performance
Too often, impact evaluation has been viewed as a completely distinct process from the performance process.  While theatre groups are primarily interested in producing their plays, donors find themselves predominantly focused on project results.  Alex Mavrocordatos with cdcArts states:

We are learning that the bottom line of a truly participatory process in theatre for development projects is the ability to wed together research and performance.  This is in contrast to viewing these two aspects as separate parts of a mechanical sequence, making evaluation primarily an activity of data collection. However, when integrated together, research and performance are then capable of creating a marriage whose offspring would take on its own characteristics. (Mavrocordatos, A., 2003) 

Comprehensive approaches 

Nalamdana Theater, India

Perhaps one of the more comprehensive approaches for evaluating popular theatre impact is demonstrated by the Nalamdana Theater Project in India. First they conduct baseline research that centers on understanding current behavior around hygiene in order to determine the  negative attitudes, misconceptions, and knowledge gaps concerning nutrition of young children and the mother during conception, pregnancy, and lactation. From this research they develop a strategic, communication-based intervention program to bridge the knowledge gaps, and to change misconceptions and negative attitudes. The content of their interventions, whether street dramas, or other forms of entertainment for education, are based on what is learned from questionnaire surveys and focus groups. 

Over an ensuing period of two years, Nalamdana conducts pre and post play interviews with 20 randomly selected people. A second group of ten randomly selected members of the audience is interviewed after the performance. This post performance only group controls for validity in terms of exposure to the questionnaire before the play. Changes between pre and post play interviews are measured. 

Playing a Part, Center for Applied Theatre Research (CATR), United Kingdom

An extensive study commissioned by the National Association of Youth Theatres (NAYT) and funded by the Arts Council of England (ACE), aimed to identify the impact of taking part in youth theatre on young people’s personal, social and political development. The study was carried out over a period of 18 months by the Center for Applied Theatre Research.  While some of the youth theatre productions utilized popular theatre methods, a wide variety of organizations that engaged young people in theatre-related activities. The 140-page study is nevertheless included in this literature review for its thorough methodology in evaluating the impact of a theatre program on issues related to civil society.

CATR’s research process included: 

· a participatory research workshop devised by the peer researchers, including drama based exercises that encouraged participants to explore their experiences of youth theatre;

· questionnaires designed by the peer researchers, exploring young people’s perceptions of youth theatre;

· qualitative interviews with 23 youth theatre participants, exploring young people’s experiences of youth theatre in their own words;

· questionnaires exploring youth theatre practitioners’ views and experiences of youth theatre;

· qualitative interviews with youth theatre practitioners, exploring their development as practitioners, experiences of key projects and perceptions of the impact on youth theatre on young people; and

· a review of published and unpublished literature about youth theatre was carried out.

The research findings fully supported the belief that taking part in youth theatre has important impacts on the personal, social and political development of young people.  One of the key research findings specifies that “taking part in youth theatre encourages young people to participate more fully in their communities and consider the consequences of the roles they choose to play in the wider world” (Hughes, J., and Wilson, K.).

Collaborations with supportive organizations

Vital to the success of any edutainment theatre program is the association with other organizations and institutions that can provide ongoing support for people trying to change their own behavior. Bringing together people from various organizations involved with the different aspects of a performance’s theme provides greater potential for achieving impact from the work of the Popular Theatre. A cooperative effort facilitates a more integrated and thereby more effective approach to problem solving and for pooling together resources. This, in turn, leads to longer term, sustained efforts which have a greater impact.

AREPP, for example, acknowledges that they cannot provide ‘hands on’ follow-up and support beyond the performance of the show. So to maximize it’s impact, after a show the AREPP school-based program maintains follow-up and support to assist the teachers and students in their growth and development. However, AREPP does not have the capacity or ability to do this alone. Therefore, each school is invited to join in partnership with AREPP to achieve this, and AREPP designed several follow-on services to assist them.  Each of their performances is followed with a brief training session with the educators having expertise in the issues raised by the theme of the performance. A report of all questions during the facilitated discussions with the learners is also made available to each school at the end of the tour, along with the AREPP tour report (AREPP, 2003). 

In addition to working in close conjunction with the individual teachers and schools, AREPP’s broad support base extends out to include the relevant government departments as well as the appropriate health, education and welfare civic organizations in each area and arrange all tours in conjunction with them. The aim is for a tour to be arranged with at least one other group to complement their current and ongoing programs, as well as the programs and policy of the relevant government departments. AREPP’s key assumption for success centers on the existence of adequate support structures that will complement AREPP’s performances (AREPP, 2003).

Furthermore, AREPP also contacts the relevant service organizations which address similar issues in each area, informing them of the tour, partnering their own programs where possible, and informing each school about their services. This interaction is monitored by AREPP after the tour by telephone (AREPP, 2003).

Developing an ongoing relationship between the theatre group and audience
Evaluation and follow-up action are attempts to ensure that the process of Popular Theatre is firmly rooted among the people.  Such sessions help assure continuity by reminding people of what has already been analyzed.  Follow-up of audience groups also serves to assist with the implementation of planned activities in a systematic way.  Unfortunately, however, both follow-up after performances and evaluation have been negligibly practiced by most Popular Theatre groups (Srampickal, J.,1994).  Ideally, those working with the community should stay in the community throughout the process, involving the local community in all stages, including the play making. This also ensures more effective follow-up (Scott-Danter, H.). 

After performance follow up is crucial, for without it the performance is only viewed as entertainment and  community dialogue on the theme of the effort does not continue.  Knowledge alone does not necessarily lead to change (Mda, Z.,1994).  An effective participatory theatre involves both performers and facilitators regularly returning to the community to further explore issues and realities more fruitfully, and to develop more effective performances in the future. (Mavrocordatos, A., 2003))

The SAG theatre in India has had success maintaining contact with the audiences and the communities through continual follow up programs.  After a play local field workers, even when the theatre group is away, help plan of follow up actions as advised in the plays. The abolition of bonded labor in some villages of Andhra Pradesh and Tamil Nadu, the improvement in school-going attendance in Bihar and a general awareness among the villagers of the exploitative structure in the country may all be partly attributed to the efforts of these SAGs and their theatre (Srampickal, J.,1994).  

Baseline research

Although infrequently pursued by Popular Theatre projects, the practice of conducting baseline research serves many vital functions in the monitoring and evaluation process.  Baseline research is essential to:

· understand existing KAP in different thematic areas as civil society and health;

· develop a strategic communication based intervention program, such as popular theatre, and to bridge these knowledge gaps  and change attitudes; and

· to define a measurable set of indicators to determine program progress.

For these important reasons, baseline research has been an essential component of Nalamdana’s comprehensive monitoring and evaluation plan.

Actors as facilitators
India’s  Association for the Rural Poor  (ARP) has held a number of workshops for their actors to train them in social analysis.  Groups of actors are thus more capable of conducting effective discussions to elicit deeper responses from the audience. For example, ARP actors were able to make use of comments made by the audience 

from the defeatists to the more daring, to help them deal with their fear and submissiveness, to overcome some of the conflicts within the community and to press home the point that if they are really united no power can stop them.

 This valuable training thus links both acting and social skills to better enable both disciplines to bring about desired change. (Srampickal, J., 1994).  

Computerized information system

Some Popular Theatre programs require extensive databases to have the information they need about clients and the services provided. Computerized information systems help produce reports that better enables the organization to document its work and to keep stakeholders and financial contributors informed about the impact of the work. However, managing and analyzing a large amount of information with a small staff presents a major obstacle for most theatre groups. AREPP developed a computerized database that keeps track of their data and helps generate reports reflecting their efficiency, effectiveness, and impact (AREPP, 2003). 

Influencing Public Policy 

Nalamdana works closely with various large organizations such as UNICEF, the Tamilnadu Nutrition Network, and local colleges offering Home Science/Nutrition courses as well as voluntary organizations at community level. Through their ongoing partnerships, Nalamdana is able to share their findings and actively advocate action on the recommendations. They also strive to influence local policy and action through community mobilization resulting from their interventions. Their long-range goal is that their local efforts will ultimately filter up to affect policies at the national level (Balaji, N, and Bharath, U, 2003).

7.  Why is monitoring and evaluating Popular Theatre difficult?
Those actively engaged in the field of Popular Theatre for development point out the elusiveness and inherent challenges of measuring a performance’s impact:

So we tell a donor very honestly, ‘what we do is impossible to quantify, it is priceless, it is something that exists in our minds, as a dream, as something that you won’t be able to link to money. We want to change attitudes and behavior, which is impossible to measure. You can’t say after a particular period of time: we have now changed people’s attitude towards a particular cultural norms, we have now established a theatre going tradition, we have now changed behavior pertaining to a particular disease.’ Empowerment is so elusive.  (Mumma, O., 2001)

We work in a qualitative field, surrounded by and funded according to quantitative parameters. I do not know whether this approach is 'unacademic', but our 'materials' are people and people will not be pinned down. (Alex Mavrocordatos, cdcArts)

Efforts to assess impact (or behavior change) have been thwarted by such issues as time, money, the difficulties of attribution, the complexities of gathering base line information, the unreliability of anecdotal information and the questionable value of using national statistics as valid impact indicators. (AREPP)
Inherent obstacles

Skill of actors as facilitators

Popular Theatre can create a rich picture of the existing society. However, bringing about change is dependent on, not only acting skills, but also the effectiveness of the facilitator, or the joker, to help the audience analyze the drama. (Scott-Danter, H., 1999). Not all actors are capable of conducting a proper discussion to elicit responses from the audience, especially for less cooperative audiences. (Srampickal, J.,1994)

Relevance of plays

A major constraint comes from the choice of themes for the plays themselves.  Only when the plays are about the problems of the village, or the audience, and raise controversial issues, do people participate post performance discussions.  While general themes like corruption, exploitation, and discrimination help people to understand broader issues, it is only when the plays are specific, about things happening in the village, does the audience react and have something to talk about.  (Srampickal, J.,1994)

Lack of relationship between theatre group and audience

Performances about actual events with which the audience is familiar, help the people become more aware about the importance of addressing a problem.  However, performances on routine or generic issues may not produce much result.  A performance completed does not end the work that needs to be done.  Follow up contacts, feedback, and evaluation are necessary to achieve impact. Unfortunately, there are some theatre groups who believe that their task is simply to pass on a message without bothering about the outcome. (Srampickal, J.,1994)

Audience Fatigue and Unfamiliarity

Often the villagers who come to attend plays are tired after a full day’s work. In addition, they may not be familiar with or accustomed to participating as an audience. (Srampickal, J.,)

Limitations in the form

The nature of street plays does not allow time for study and research, or for finding popular responses to various issues.  Often the group’s analysis prevails over the community’s interest. (Srampickal, J.,1994)  Too often anecdotal evidence alone about a theatre program's impact has been accepted to substantiate its effectiveness (AREPP).

Lack of understanding by commissioning agencies

The agenda of the commissioning agency, which may be data driven, and the participatory agenda of  the popular theatre program sometimes contradict each other.  NGOs and donors who are not familiar with participatory methods may not realize the value of this approach. For example, Mavrocordatos stated that in Nepal, as in Zambia, he was invited to develop participatory methods to convey messages about proper nutrition. While the participatory agenda was welcomed by the performers, they became discouraged when they felt that their commissioning masters, the NGOs, did not show interest in participatory approaches. This lack of appreciation among NGOs and donors for the participatory approach is probably promoted by the continuous pressure on them to produce measurable results in order to obtain future funding.

Methodological Obstacles
Too many variables 

Assessing the effectiveness of Popular Theatre can become complex because there are many other factors require to achieve change, such as government policies or long standing cultural norms among other groups.  One can never say that any particular effect in a community is due to a single cause. (Srampickal, J.,1994)

Time for measuring long term impact

Projects and funding cycles are relatively short, usually from 2 to 5 years.  Achieving and effectively measuring behavior change, usually requires more time than project life cycles. 

Lack of attention to Baseline

Despite its essential functions in program impact evaluation, baseline research is not usually performed, sadly enough.  Some theatre projects have incorporated indispensable baseline research into their programs, while others  have selected indicators that required baseline information that was not available or was too difficult to measure. The following are examples from AREPP of indicators selected for measuring societal impact which were found to be inappropriate:

· a decline in sexual and substance abuse rates, HIV infection, unwanted pregnancy, and bullying in communities;

· more open communication around sexuality in communities;

· people increasingly able to make informed life decisions; and

· decisions respected and supported by the community.

Difficulty assessing behavioral change among children 

One of the key problems facing the evaluation of school-based projects is the difficulty of assessing pupil outcomes (NFER, 1999).  That is, in identifying specific impacts on the attitudes and values of children.  For example, children tend to say what they think adults want to hear in order to gain approval and acceptance.  Consequently, it is difficult to accurately interpret self-reporting among children. (Hughes, J.)
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