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category, the ainiis to bridge thie gap betiveen jeeling asd touching,

ecutid between listening and hearing. 1n the thind, 10 1y 1w develop several

o the fournh category, 1 ry 10 see what we look at Finally, the

senses also bave a memory - fo the it category, we iy o av 1L

I FEELING WHAT WE TOUCH (RESTRUCTURIMNG
MUSCULAR RELATIONS)

This category d

s with tactite sensivivity: our nalied Lodies are constantly
touching the air. owr clethes, other pares of our own bodics and the bodies of

others, buewe fecl very Hille of whatwe are tonching — this series helps the actor

10 feel more of what s

walking and moving, with externalising emotions, with fecling and discovering

aew ways of sttecidng ber muscles and hielping the acror o find new ways of

exnpressing hersell and acting on stage and i life.

The epproach of death siiftens the body, stanting with the joings. (In bis tast

estomiime, 1he grealesy das

years, Chapling ih cer, contd no longer bead his

knees.y Thus it makes sense 1o do exercises which dissociate the dillerem parts
ol the body, so that cenwal cerebral control inay be exercised over cach and cvery

ruscie right dowr: 1o the siiatlest portdon of the body - tarsus, meratarsus, finger,

head, thorax, pelvis lehi-band side of the face, right-hand side, ete.

First series: general exercises

i The cross and the circle

We start with the exercise which is theoreticalty the easiest to do and yer, bee

of our paycholog ard physta

anisations. is actualty extremely difficul

to achieve in pracice. The participants in a workshop or a forum

01 Can ry

As there

it sinting down or standing vp, on a chair, on a table or on the ground.
is no need for preparaton, non-actors have no fear of throwing themselves

o it As they

warned that it is ahuost impoessible to do well, they aren’t
asharsed of not suweeding. As there i no compulsion 1o succeed. they feel free

Lo give it a iry.

e asked 10 describe a iy Aty thetr tivhr hand.

The participants

sinall, as they please. 10y easy, everybody does 10 Stop. Ask tiene 1o do g cross

wuches; also, (s concerned with mechanised ways of

COTHIE SPPRESSEI

at the same thine. [U's almost hopossible. I a group ol thiay people, sometime:

GHE Persem manages 1L alnmost never two. Three i the recond!

Varigtion

Ash the participauts o describe a cirele with thedr right foot seated {easiery or
standing. They do it for a minute. They forget about tie foot stitl continning to
CFhen ash Ureut lo write thedr st bame fi e alr with their righ
_,ﬂ.VIt:l

tnake ciroles

4 at Uhe saine time as the koot is doing cirdles. sgain. this is ahmost imp

e foot bas a tendency 1o lolluvy thie hand and wiite the Brst name as well,

To malie (he exercise easier, ry doing the crdde with the leftJont and wiiting

with the right hand. This is easier, sometimes people ranage it

Why is this so difficult? Pure psychological mechanisation, since there dy

absotutety no plnsical obstacie. So, with practice. it can be done.

z Colonibian hypnosis

Goe actor holds hee hand patm forward, [ingers tpsighe anylhitng hetween 20

away from the face of another, who is then as i hypnotised

and 40 centhnetr

and must keep his face constanty the sawe distance from the hand of the

hypnotser. hairline level with her lingertips, chinvmore ovless tevet windy thie base

ca series of movements with her hand, np acid

of her palm. The hypootiser stay
Tveards and lorwards, her baod vertical in reladon 1o iic

dowes, tighit and left, be

growid, then horizonial, then diagonal, eic. - the partaer must contort bis budy

stance between face and hand,

i every way possible o waintain the same di

so that face and hand remain paralicl. If necessary, the hypnotic hand can be
swapped; for instance, w lorce the hypnotised 1o go between the fegs of the
hypuotiser. The hand utusi never do movements too vapid to be foluwed. nLor
DSt I ever conte Lo a compiete halt, the bypnotiser must force her parties inlo
SN surts of ridiculous, grotesque, uncomforiable posisions, Ter pariner will thas
plrLin msotion a series of muscle stractires swhich are never, or only raicly,
activated. He will use certain ‘forgotien mmuscies in bis body. Alter a few minules.

ihe 1wo actors change, the folluiver and the feader. Alter smme more thie, Lish

can extend o hypnotising right hand, beconuing leaders and fullowers at one aud

tie saine time.
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can do. At the same time you are constantly changing your body’s position in
relation to the floor: every part of the surface of your body must touch both ohject
and floor in every conceivable strange and unaccustomed posttion. A postage
stamp, a pen, a book, a shoe, a postcard, a telephone . . . anything will do. The
important thing is 1o study the body-object-gravity relationships.

11 A balloon as an extension of the body

The workshop leader throws a number of balloous in the air {one, two, three, as
mauy as necessary), walting them in the direction of the actors. The actors must
keep them in the air, touching them with any part of their bodies, not just hands,
as if their bodies were part of the balloons they're touching; the actors should be
stirnwlated 1o think of their own bodies as balicons, inflated, flying through the
air alongside the actual balloons. The effect can be relaxing.

12 Racing on chairs

A group of five actors in a line, one hehind the other, each standing on a chair.
There is a sixth. unoccupied chair at the front of the line. Each actor moves along
one chair, so that the empty chair becoes the last one; then the last actor passes
that chair to the next actor, until this last chair is at the front of the line, Then the
actors step one chair forward . .. and so on, so that the line of chairs is always

advancing.

13 Rhythm with chairs

Five aciors, with one chair each. Each acror places his bod y in some kind of rela-
tionship to his chair, making a stll image involving body and chair. The workshop
leader numbers each image — 1, 2, 3, 4, 5. Then as the actors move around the
room, the warkshop leader calls out a number, and all the actors must immediately
assume the image which corresponds to that number. After a few tintes, the
workshop leader starts saying two numbers at a time, and the actors must try to

make botl images. Then three at a time, and so on.

THE ARSEMNAL CF THEATRE GF THE OPPRESSED

Variation

The same exercise without chairs — their bodies are the only material the actors

mav use. Or they can use any object they have to hand.

Hamlet variation

The actors must make images of the characters in Hamlet at & particular moment
; ; 1 of the exercise crvone should know which oh cres

of the action. By the end of the exerdise, everyone should know which chara

each person was doing.

14 Musical chairs

A well-known children’s game. A circle of chairs facing ontwards, with one les:
chairs than the number of actors playing. A musical tape is played, which ihe
workshop leader stops every now and then; or, in the absence of a tape E.’)E»a)"(fl:,
the actors sing a song, and from time to time the workshop teader shouts ’Smp:
At this point, all the actors must try to get a seal, and panwally one person is el
without a chair. The person who is caught out removes another chair and the

game starts again. $o on till there is only one person left.

15 Movement with over-premeditation -

The actors move their bodies with over~premeditation - mentally verbalising b
advance all they are going to do — moving in all directions, on several fevels. 01
tables, chairs, the ground, stairs, in an ordered fashion, or in a haphazard, chaoti
fashion, standing, lying down, leaning, on all fours. .. . The imporiant thiy,
is never 1o stay still and to make all ransitions genty, trying to think about th:
body, its muscles, its muscular structures. Thus all movements are pre-planne
and mapped out, avoiding all mechanised movement — in such a way that eves
the simplest movement must be done as if it were a bighly complex acrobati

adventure in the circus.

16 Diﬂ%iculties

We are habituated o doing things mechanically - but with the smallest alieratio

of the body, or of the objects it encounters, everything can change. If, for examp

N . T e s M a3 leabiiend Lidia laaeds damnar cwiil s Tass the tahle? Whar if O
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has the use of only one eye or one leg, or can hardly move from the spot, forwards
or backwards, or his fingers ave rigid - how will he get dressed, how will hie caress
a woman? All physical deficiencies or imperfections of environment produce an
immediate increase of sensitivity.

17 Divide up the movement

Break down any continuous movement nto its constituent parts, For instance,
walking - first extend one leg. place it on the ground, pause, then the other leg,
and so on.

18 Dissociate coordinated movements

The coordination of movements hardens the ouscles and models a physical mask.
In this exercise, the actor studies his movemenrs, by dissodiating them. He walks
with a differen rhythm for each leg, his disarticulated hands move out of time.
He ‘eats” withour synchronising the action of his hand with the opening of his
maouth, his arms balance his legs ont of sync, ere.

Second series: walks

We mechanise alt of our daily movements. Our own individual way of walking
is perbaps the most mechanised of such movements, and yet it alrers according
to place. Even though we have our awn individual gait, particular to each of us,
always the same {l.e. mechanised), we adapt this way of walking to the place
which {ing ourselves in. The Paris Métro, for example, with its long corridors,
makes us accelerate our Steps certain strects, on the other haud, or ceriain pave-
rents, oblige us ro walk stowly. I don't walk the same way in London as T do in
Paris, or in Rio ar New York, as T do in Ouagadougoy. 2!

Changing our way of walking forces us 1o activate certain Hitle-ysed muscle
Structures, and makes us more conscious of the possibilities of our bodies. Here
are some changes worrh exploring, in the form of exercises,

21 Guagadougou is the capital of Burkina Faso, West Africa, and ever two years it is the host of g
g g P Y 4

vionderful festival of Thantoa fe .. o

THE ARSENAL OF THEATRE OF THE QPPRESSED

1 Slow motion

The winner is the last person home. Once the race has beguy, the actors must

neverstop moving and every movement should be executed ac slowly as ;:}(wssi?}ie.
Each ‘runner’ should take the largest step forward she is capable of, on every Sl.['idc.“.
When one foot is being moved in front of the other, it must pass above ]&I‘}E(‘?vl(i’ﬁ’l&;‘il‘
hu the process of moving the foot forwards, the actors muast stretch their bodies
right out, so that in this movenient the footr will break the equilibrium, and cv@"y
cgmimetre itmoves, a new muscular structure will appear instinctively, acﬁivaﬁmﬂg
certain ‘dormant’ muscles. When the foo falls, the sound should be audible. T‘hzs:
exercise, which requires considerable equilibrium, stimulates all the 1}]L.Isdt‘j‘s of
the body. Another rule - both feet must never be ou the ground at the same Em,}j:
the oment the right foot lands, the lef must rise and vice versa. Always with

only one foot on the ground.

Figure 17 Slow motion race. Photograph: Fabidn Silbert.
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There are munerous versions of this garve. Usually, in Portugal, each runner
warns of his approach with a shout of ‘Chargel” One variation specifies that the
mother nmust cheose the manner of juroping - shouting, laughing, aying, etc. -
and each jumper must do as she says. Equally there can be two teams, and the

team whicli keeps the greater number of jumipers on the horse wins.

6 Stick in the mud

Two actors run after the rest and try 1o tag them. When they have been lagged,
the actors stay on the spot, standing with their legs apart. They are only released
by another acior going between their legs. The game ends either by dint of

exhaustion, or wwhen all the actors have been thus mmobilised.

7 Grandmother's footsteps

Also a very well-known game. Person A stands facing a wall, facing away from
the others, who start off some distance back and then move forwards with the
goal of touching & without being caught moving. In some versions, A counts "One,
two, three’, eirther slowly or very fast, before she swings round to face those
approaching; in other versions, she can just turn without warning. Whichever
version is followed, when she catchies someone moving, A calls out their naine
and that person must go back and siart again, The winner is the person who
manages to touch her without betug caught; this person becomes the next one Lo

stand facing the wall.

8 Millipede

Everybody sits with their legs apart, one behind another. The workshop leader
givesa countdovn: ‘One, two, three ... gol” The whole line turns over at the same
time, with everybedy ending up with their legs on the shoulders of the person in
front of them and their hands on the floor supporting them. So the line looks like
a miilipede. Then, the millipede has to walk. If necessary, 10 make the exercise
easier, start with only three participants, then four, and so on, working up (o

manage a large number - the millipede tends to come out better this way.

THE LRSENAL OF VHEATRE GF THE OPPRESSED

o Apple dance

Two pariners dance with an apple clasped betwveen their foreheads {no handsy

The apple mustn't be dropped.

10 Sticky paper

One person in the cenrre. The others touch her or one another; with \f:aciz poin
of contact, a sheet of paper is placed between the tonching paris of the bodies. The
person in the centre begins to move and the whole group must move with he:
but the bits of paper must stay where they are, without dropping. Any pari ofih
body can be used as the point of contact, not just hands — head, showlder, neck

buttocks, anything.

11 The wooden sword of Paris

Two groups facing each other, swith a leader in front of each group. They fight
duel as if they bore wooden swords in thelr hauds, taking alternate sirokes. Eac
leader can give six different strokes:

1 asif to chop off the head of the opposing leader — in which case all the opposit

team must duck, simulianeously;

3]

as if 1o chop olf the legs — all the opposing team nuist jump;

3 striking clearly to the left — the actors must jump to the right

4 same (o the right — the actors jump left;

5 3 clear strike down the middle ~ the actors jump right if they’re on the rigl
left it on the lefy;

& the leader thrusts his sword forward - the adversaries must jump back.

The game starts with the workshop leader instructing cach leader inturm o ma
a single strike at a time. The leaders are rotated. The workshop leader can sugg:
‘two hlows at a time; then three, four, five. Then the workshop leader allows

leaders (who should change frequently} to fight hiowever they wish,
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I LISTENING TO WHAT WE HEAR

hu this series the actors have 1o understand that it is important to find ‘nner’
rhythims and not 1o seek 1o make portraits of people or, even worse, caricatures.
If Ty to show the rhythm of love, hate, fear, 1 don't have to make faces,
contortions or other grimaces, ot show ways of walking that ate charactetistic of
particular people.

First series: rhythm
t Avound of rhythm and movement

The actors form a circle. One of them goes info the middle and makes any kind
of movement, as strange or unusual as she likes, accompanied by a sound and in
a rhytlum of her own invention. All the others imirate her, trying to reproduce
exactly her mevements and sounds, in time svith her. Then, still making her move-
ment and sound, this leader approaches and stands opposite someone in the circle,
challenging them to take her place; this person goes into the middle and slowly
changes the movement. the rhythm and the sound in any way she likes. Everyone
follows this second leader, who then challenges a third person and so on.

The person who goes into the middle can create any rhythm of body and sound
she likes, as long as it isn't something she does in her daily life. There must be no
fear of the ridiculous, the grotesque, or the strange. If everybody is ridiculous,
no ope is!

Everyone eise must try to reproduce everything they see and hear, as precisely
as they can — the sarme movements, the same voice, the same rhythm, ... i it is
a woman who is in the middle, the men in the circle must try not o produce a
‘masculine” version of the movement, but 1o reproduce exactly what they have
perceived; and vice versa.

What is happening here? What mechanism? Simple ~ in the act of rying 10
reproduce someone else’s way of moving, singing, eic., we begin to undo our own,
mechanisations. By our reproduction, we are usefully relaying to that person our
vision of her, but more importantly we are working to restruciure our own way
of being, in many different fashions (since ma ny actors will go o the mir,idle).:

We do not do a caricature, because though that would lead us 1o do different
things, we would be duing them in the same way (our own}. We try to understand
and make an exact copy of the exterior of the persan in the niddle, in order to

gain a better sense of their interior.

THE ARSEMNAL OF THEATRE OF THE GPPRESSED

2 Game of thythm and movement

Two teams are {ormed. At a given signal, all the members of the first team stay
making any rhythmic movements that come to mind, each doing his own thing
They then have thirty seconds to unify. If at the end of the thirty seconds the
opposing team considers that the members of the first team are all doing the same
thing, in a uniform manney, then they start imitating them. 1, however, the
cpposing team thinks that the first team is not sufficiently in unison, they signa
as much to a designated Joker judge. If the judge agrees, those who were oul o
sync with their team-members are eliminated and drop out. Butif the judge doe:
not agree, the first group has the right to choose an actor to be eliminated frow
the second group. When the game has been interrupted, it is restarted in the same
fashion. If there has been no intercuption {no signal to the judge) the second grouy
staris to imitate the first, with this team also having thirty seconds to unify thei

movements, sounds and rhythms.

3 Changing rhythms

Using voices, hands and feet, all the acrors set up a rhythm togeiber. After a few
minutes, they change it siowly, till a new rhythm emerges, and so on, for severa

minutes.

Variation

Each actor does a different rhythun on their own till the Jeker gives the instructios
‘Unify’; everyone unites into a single rhythn. After a few minutes, the Joke
shouts ‘Disperse’, the rhythm breaks down into separate parts again, only

reunify later, and so on.

Variation

At a given signal, each actor takes a particular rhiythin and does a movemen
in rime with it After a feww minutes, each actor tries to get closer 1o one or mor
of the others, choosing according to rhythmic affinity. Little by little, those wh
have the grearest alfinity homogenise their rhythm uniil practically the whol
group hes the same rhytlim and movement. It may not happen — which doesn’
matter, as long as the subgroups which have formed have their own well-define

whvaer i sond sonvarmente
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of the actor to his right is vacant, he starts his own movement and sound 10 be
reproduced by each person he teaches it to. The whole can result in a wonderful

coincidence of 1otally different rhythms, movements and sounds.

Second series: melody
1 Orchesira

Two groups of actors improvise twvo orchestras, preferably with improvised instru-
ments, while one actor invernts a corresponding dance. He darices towards one of
the orchestras, replacing someone in it, while the instrumentalist becornes a dancer
and dances in the direction of the other orchestra, replacing another instru-
mentalist who becomes a dancer and so on. Every time a replacement is made the

riiythm must of necessity change.

2 Music and dance

Certain Brazilian rhythms of African origin, like the samba, the batucada and the
capoeira (all involving circular movements and almost all involving moving
backwards, which in itself forces a certain reordering of the body’s muscular
structures) - all of these are excellent exercises for siimulating all the musdes
in the body. 1tis nice to put unusual CDs on and ask the actors 1o be inspired
by them, using. for instance, water or wind or other sounds of nature. In all these
conditioning exercises, it js importaut to begin slowly. Only little by livle can
these exercises be done with greater intensity. As T have said elsewhere, the
exercises must be fun to do, the experience should induce pleasure, not pain.

Third series: sounds and noises
1 Sound and movement

A group of acrars vocalise a particular sound {the sound of an animal, of leaves,
a road, a factory) while another group does movements which correspond to the
noises, in some way ‘visualising” the sounds. I{ the noise is ‘miaow’, the represen-
tation need not necessarily be a cat, but whatever visualisation the actor associates

with that narticntar s
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2 Ritual sound

Samme thing, except that the group which makes the sounds must restrict irsell w
the sounds of a particular vitual ~ waking up in the morning. going home, getting

1o work, a dassroom, the factory, ete.

Hamlet varigtion

some of the actors make sounds that they associate with a particular scene of &
play they are rehearsing, but not necessarily reproducing real sounds like the clash
of steel during a swordfight or breaking glass: they must make subjective sounds
twhich also carry feelings and, sometimes, ideologies!). The other actors make the

movenient those sounds inspire them to make, without self-censorship.

Fourth series: the rhythm of respiration

We have voluniary muscles which we can command at will. 1 tell my hands 1o
type what 1 want to type and my hands obey me. Ttell iy body to stand up and,
without hesitation, up it stands. I T want to talk, T order my vacal chords, my
mouth and my tongue to do what is necessary to produce the sounds I intend
o uiter.

These are voluntary muscles, consciously controllable. But there are muscle
reactions which are not controllable — when I am afraid of something, orif [ see
the woman Llove, Tcan’t stop my heart beating faster than usual. There is no point
in my saying to it ‘Be quier’. It will beat as it wanis to beat, in a manuer which is
beyond my contrel. T exercise absolutely no power over it

But there are also muscles which are cortrollable, which are volantary, but
have fallen into neglect, so that ope isn't even aware of them - they have become
mechanised. This category includes, amongst others, the musdes involved in
respiration.

Because of their mechanisation, we breathe badly. Inside our lungs there are
huge expanses of impure air which is not renewed. We use only a tiny part of our
lungs' capacity.

The exercises which follow are intended 1o help us become aware that we can

also de-mechanise respiration, we can control eur breathing.
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12 Two groups

The first group sings a melody shich the second group accompanies with its
breath, marking the thythir with the hi-breaths and out-breaths. To start with,
to make things casier, the tunes should be relatively slow. They can get faster laler
on: exiremely ditficelt rhythuns can even be used 10 accompany the breathing.
But T repeat, always start with a slow piece of music, “The Blue Danube’, for

instance.

3 Breathe out, standing in a circle

The whole group breathes our making an *Ah’ sound, then the actors let then-

selves drop as if they were deflating ending up on the ground, completely relaxed.

beid

14 One actor pretends to pull the stopper out of
another’s body

The actor does this as if his fellow actor was an inflatable dol)l full of air.
The part of the body ‘un-stoppered’ can be the fi ngev, the knee, the car, etc. The
un-stoppered actor acts as if he was in the process of emptying; at the same rate
as he breathes out, he deflates, until he falls to the floor Jike an empty rubber doll.
Then the first acror approaches the doll-actor's emipty body and does the move-
ments and sounds of someone filling a baltoon up with an air pump. The ‘balloon’
must Al up with the same amouni of air as the actor is pumping, sometmes a
lot, sometimes a Jitle. After the relevant time, withour any nmotor movement
{as il he was 2 real doll, a real balloony he re-inflates as much as he can, and his
colleague helps him into an upright position (a doll wouldn’t be able to do it
alone).

This game-exercise should be done with several people. Once the body has been
blovwn up again, everyone plays like a child with their ‘balloon-doll’, which should
bounce on the ground or off the wall (but never walk). After a few minutes, the
Joker should ask all the children to swap balloons, two or three times. Finally, the
balloons begin 1o deflate very stowly, and bounce less and less, il eventually they
Tall to the groung, corapletely empty.

THE ARSEHAL OF THEATRE OF THE QOPFRESSE

15 A E 1L, O,U

Al the acrors cluster in a group, and one person comes and stands in front of then
The group must make sounds, using the letters &, E, 1, O and U, changing th
vohume according to how near or far away the single actor is. When the ‘volum
control” actor is far away, the group gets louder and when he is close, they ge
quieter. The actor can move anywhere he likes around the room. The individue
actors who make up the group should be trying 1o communicate a thought ¢

emotion to the actor, not just making noise.

Variation
1oy pairs, each actor directs a vocal sound at his parwer actor wha is around 50 cn
) N ‘ > - - T FIret AactoE 17
away: this second actor moves back 1T m, then 2 m, 3 m, 10 m. The first actor trje
to adfust bis voice 1o the distance. This exercise can also be done with singing
) C o St ayEe | Ntz .
Thus, in the same way as ihe eye ‘aims’ naturally at the object it wants to see, 1h

volce also "aims’ natuvally at the person it wishes 10 address.
16 All the actors, standing facing the wall
Standing side by side, the actors ‘make holes” in the wall with their voices, all a

the same time and in vnison.

17 Two groups of actors, facing each other
Each group gives vent to a different sound, and tries to force the other group ini
ach groug !

stubimission.

18 With their bodies in maximum possible contact
with the floor

So placed, the actors exercise their voices.
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1 Lying on your back completely relaxed

1 Place your hands on your abdomen, expel all the aiv in your lungs. then breathe
in slowly, filling the thorax as full as it will go. Breathe out. Repeat slowly
several times.

2 Startagain, placing the hands at the base of the thoracic cage; inflate the chest,
making a particular effort to filf the lower part of the lungs. Do the exercises
several times.

3 Sameibing again, hands on the shoulders or up in the air, trying 1o fill the
upper part of the hungs.

4 Connect up the three types of breathing in the order shown,

2 Leaning against a wall

Supporting yourself on your hands, do the same respiratory movements; then

start again, this time leaning on your elhows,

3 Standing up straight

Do the same respiratory movements. All the musdes should be tightened on the
in-breaths. Respiration should be a whole-body activity. Every muscle should react
to the entry of air into the body and 1o its expulsion, as if one ;mrid feel the oxygen
circulating around the whole body through the arteries, and the carbon dir;x:de
being carried through the veins 10 be expelled by the Tungs.

4 Breathe in slowly

Slowly and deeply breathe in through the right nosiril and out through the left

nostril; then the other way round.

5 Explosion

Having breathed in as much air as possible, expelit violently, all in one go, through
) ) P ot B =}

the mouth. The air produces a sound similar to a cry of aggression. Having

Ne 1] P o ooy it ege p H 1 B
breathed into capacity, do the same thing: rapid expulsion, this time energeticaliy
discharging the air through the nose.

THE ARSEMAL OF THEATRE OF THE OPPRESSE

6 Breathe in slowly while lifiing the arms

Lift the arms as high as possible, standing on tiptoe as you breathe in slowly; exp«
alt the air slowly, first returning to a normal stance, then gathering in the bod
till it ocoupies as little space as possibie.

7 The pressure cooker

Hold vour nose, pinching together the nostrils and dosing the mouth, makin
the maximum effort 1o expel the air. When you can go on no longer, open mout
and nostrils and release the air.

8 Breathe in as quickly as possible

7

Breathe in as much air as possible as {ast as possible and immediately expel it ¢
quickly as possible. The whole group can do this exercise, with the Joker markin
the time of the in-breath and out-breath, as if they were runners in a race tryin
to ‘shift” as much air as possible in one go.

g Breathe in as slowly as possible

Breathe in very slowly, then breathe out vocalising a sound, trying to make th
sound aundible for the maximum length of time.

10 Breathe in deeply through the mouth

Do this with gritied teeth, then breathe out through the nose.

11 Breathe in with clear definition and lots of energy

Rreathe in and out as described, foliowing a particular rhythun — the thythm ¢
the heart, or of a plece of music (with 2 well-defined beat), or a tune humme

by one of the actors.



GAMES FOR ACTORS AND MON-ACTORS

1 The plain mirror

Two lines of participants, each person looking directly into the eyes of the person
facing them. Those in line A are the ‘subjects’, the people; those in line B, are the
‘tmages’. The exercise begins. Bach subject undertakes a series of movements and
changes of expression, which his ‘image” must copy, rvight down to the smallest
detail.

The “subject’ should not be the enemy of his ‘image’ - the exercise is not a
competition, nor is the idea to make sharp movements which are impossible w
follow; on the contrary, the idea is to seek a perfect synchronisation of movement,
so that the ‘image’ may reproduce the ‘subject’s’ gestures as exactly as possible.
The degree of accuracy and synchronisation should be such that an outside
observer would not be able to tell who was leading and who was following. All
movements should be slow (50 the ‘image” way be able to reproduce and even
anticipate them) and each movement should follow on naturally from the last.
It is equally important that the participants be attentive to the smallest detail,

whether of bodily or facial expression.

2 Subject and image swap roles

After a few minutes, the Joker announces that the two lines ave going to swap
roles. He gives the sigual, and at that precise moment the ‘subjects’ become the
‘images’ and vice versa. This changeover should be carried out without affecting
the continuity or the precision. Ideally the moverment which was happening at
the moment of changeover should be continued and completed, withour any sense
of breakdown or hiccup. Here again, the outside observer should not be able 1o
perceive the change of roles, and this iuvisibility of changeover can be achieved
if the synchronisation and bnitation of actions are perfect.

3 Subject—image, image—subject

A few minutes later, the Joker announces that when he gives the signal. the
participants in both lines are 1o be stmultaneously “image” and “subject”. From
that point on, each pariner has the right to do any movement he waunts, together
with the duty 1o reproduce movements made by his partner. And this must

be done without eltlser partner tyrannising the other. 1t is absoluwiely vital

£ OF THE OPPRESSED

THE ARSEMAL OF TH

sympathy?® with bis pariner, so that the parter’s moveents are foliowed as
faithfully as possible. These gualities of freedom and spmpathy are essential. 1o the
whole of this sequence, the aim is not 10 make movements which are difficult
orimpossible to imitate; goiug fast does vo good, quite the reverse. The key o it
exercise lies in synchronisation and fidelity of reproduction.

Up to this point, communication vemains exclusively visual, and everyoue’s
attention should be concentrated on thelr partner - firston the eyes, then taking s
the whole body, in concentric circles. 1t is not advisable to watch hands or feei;
in the act of looking into someone’s ¢yes and folowing the movements of their

body, hands and feet will enter natusally into the field of vision.

4 Everyone joins hands

Once again the Joker gives first a warning, and then the signal for evervone o
join bands with their Jet- and vight-hand neighbouys. The two Hnes are still facing

each other, each person fixing their gaze on their partuer. Butin this sfage a newn
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element comres into play; if, thus far, communication has been exciusively st

ical as well. Fach partner receives visual sthuli from el

now it becomes plys
facing partner and physical stimuli from colleagues on their left and right. Supposs
one of the participants does a movement which is accepted by his own neighbour
1o the left and right, but which cannot be followed by his opposite number becaus:
his neighbours are physically stopping him from echoing the movement: in tha
case, the originator of the movement piust go back a step as quickly as possible
<o as not to break the synchronisation and the perfection of the imitation.

movements are slow and continuous, the process oi visual and physical ‘consu.
ration” which enables the two lines to be identical will not be interrupted. Ou
{Scrson will always be the image of the other. and within this fimage, each acke
will retain his own freedom of movement together with his responsibifity
imitate the opposite number’s movements {within the mits of his physic

capability).

PP R o ol enlidarite v et
26 The Erench word used in the original, solidairg’, combines the senses of solidarity and sympaths
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minimal basis. But this can prove impossible. This phase of the exercise brings
out the violence, the volatility and aggression of each member of the group; it
also reveals the degrec of compatibility, of dialogue, the capacity for collaboration,
within the group. The Joker must be careful not o force anyone, not 1o manipulate
the group 1o bring it to unification at an y cost. It is a matter of analysing, studying
and nof iniposing. 1t is up to cach individual to express themselves freely so that
the results of this self- and group-siudy may be truthful.

A great vaviety of forms of visual comm unication appear in this long sequence,
though all have a common base ~ minesis (with the exception of the distorting
mirror where minesis is present but not dominant). Throughout the sequence
people study their partners, in order to imitate them down 10 the smallest detail
and as simultancously as possible. In the sequence which follows, the modelling

sequence, the dialogue takes a completely different forn.

The modelling sequence

I in the mirror the dialogue was mimetic, here it must he (ranslated. The actor
‘sees” what her colleague does, and translates the action or gesture she has seen,
by changing her own position. She does not reproduce the gesture with her body,
shie extends it, she shows what results from the gesture. This becomes clearer as
the sequence unfolds.

1 The sculptor touches the model

The parricipants arrange themselves in two lines facing each other. One of
the lines is made up of sculptors, and the other of statues. At the beginning
ol the exercise, each sculptor starts using her hands 1o model the statue she
has in mind. To this end, she touches the 'statue’s’ body, taking care to achieve
the effecis she js striving for, down 1o the smallest detail. The sculptors cannot
use ‘mirror” language, they cannot use their own bodies 1o show the lmage
or expression they want 10 see reproduced; here neithey mimesis nor reproduc-
ion comes into the equation, this is ne longer a dialogue, this is modelling.
Censequently, itis necessary to touch, to mould; cach action on the part of the
sculptor provokes a corresponding veaction, each cause produces a different effect.
In the mirror dialogue both pariners are always synchronised, carrying out the
fame action. In the ‘modelling’ dialogue, though synchironised, the partners’ actions
are complementary.

THE ARSENAL OF THEATRE OF THE OPPRESSED

The Joker lets this first exercise last as long as is necessary — 1wo or three
minutes, or even longer, it all depends on the participants, on what sort of
atmosphere has been created — for the sculptor and the statue 1o understand each
other, so that the sculptor's gestures, seen and fel, may be easily wanslated by the

statue.

2 The sculptor doesi’t touch the model

tnthis second stage, the Joker tells the sculptors to move away from their statues,
but all the while continuing to do the same gestures as they were doing before,
when they were touching then. The statues, who previously ‘saw’ and “felt’ these
gesiures, sull “see’ them, but no longer “feel” themy; but they must continue to
vespond as if they were feeling them, as if the sculptors were stli touching them.

The sculptors must always make realistic gestures — the actual motions which
would be necessary to cause the statue to do the desired movements, form the
particular facial expressions or rmake the required gestures.

During this exercise, the sculptors frequently fall into the three basic traps: the
first mistake is 1o allow oneself to be drawn almost irresistibly closer to the statues:
the second is to fall into the temptation of making symbolic signs of the “Come
this way & bit’ or ‘That's not it’ variety; and the third templation, the worst of all,
is speaking. This last must be resisted at all costs, for by tutroducing the violence
of verbal language, one abruptly breaks the visual comunication. 1f by chance
the statue doesn’t imanage to grasp what the sculptor is after (and only as a last
resort}, the sculptor can touch her to make lier understand what is wanted; anl
then, without fail, the sratue must revert to the position she was in before the
‘explanation’, the sculptor makes her gesture again and this time the statue gives
the desired reaction, now that she has undersiood.

The statues are also frequently tempted into an ervor, which is to execute move-
ments which haven't been asked for. For example, if the sculptor imakes a gesture
of grabbing the statue round the waist or pulling it by the arm, it must fall over,
and nat take a srep forward to vegain its balance. The step forward has been neither
asked for nor caused by the sculptor’s aciions. Clearly the statue should have no
faculty of avtonomous movement. If the sculptor wants the statue to move
forward withowut falling over, it is up to her 10 rake care of its balanck, to make it
first move one foot forward, then the other, making sure that the centre of gravity
never moves toe far from the feet, so that it won't fall over. Al movementis made

by the statue must be generated, directed by the sculptor.
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the word peace that was kKept as a cookic in your mind. U you see a sergeant at the
altar of a church saying a mass his image will collide with the priest that you
have as a cookie. If you see two brides, or two bridegrooms, kissing one another,
~xchanging rings . . . there will be cookie collisions too!

This game can be extended to all kinds of familiar situations; just change one of
the situation’s important elements and keep the others — these will acquire a new
meaning or will have thelr old forgotten meaning revealed and refreshed.

Cookies are wonderful: thanks to them, we can immediately recognise people,
words, ideas, landscapes, etc. At the same time, they are very dangerous. One
example: one day 1 went 1o see an exhibition of portraits by Picasso. I looked at
the faces of ihe other people who had come to see it, like me. They showed great
pleasure at the beginning of the exhibition, when the paintings revealed faces
with their noses bang in the middle of the faces, between the 1o eyes, exactly as
our cookies expected and had registered when looking at other faces in the past.
But when Picasso became more creative, and put noses and eyes not where they
usually are but where he had seen them at the moment of painting, the faces
of the onlookers became teuse, wrinkled with puzzlement; some laughed, some
hardened their faces, in rage. Their cookies were fighting against the painter’s
irmagination.

This proves that cookies and real artsts (those who create what did not exist
before, as opposed to those who reproduce the same models ad fnfinifizn) do not
get on with each other. It also explains why Van Gogh never sold a single work

of art in his lifetime — people took years 1o get used to a new set of cookies. . ..

The image of the object

In this section we use ‘Joker-objects’, ransforming their size, muldplying them
or dividing them, placing them in unconventional relationships to each other and
other things, always using objects which are symbaols, ‘charged’ objects, which can
be manipulated ideologically.

1 The found object

The members of the group are asked to bring in five objects each, abjects
which have been used. They all then place their objects around the space. Once
all the objecis have been positioned, the group analyses the relationships between
the objecrs, why they bhave been placed where, what the connections between the
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different groups of objects are, whether there are “families” of objecls, swhat

meanings we project on to the objects.

2 The object transformed

This game is to be used in combination with a number of the character-creation
games, for instance ‘Thie embassy ball’ (see p. 166} or "Cops and robbers” {p. 165},
Taking the objects that people have brought in, the participants change their
meaning by using them differently or in differenr contexts {see also ‘Homage to

Magritie’, below).

3 The object created out of simple things

Again, this can be used in combination with any of the cha racter-creatton games
(p. 165). Using simple materials ke newspaper, siging, leaves, tissue, etc., the

participants make objects and use them in different contexts.

4 Homage to Magritte — ‘this bottle is not a bottle’

This game takes as one 0f its two starting points Bertolt Brecht's words: ‘there are
many objects within a single object, if the final goal is ihe revoluton; but there
would be no objects within any object, if that goal were to disappear.’ "

The other starting point is the work of René Magritte, some of whose pictures
bear titles or slogans which disrupt the identification of the objects they depict.
“This bottle is not a bottle’, so what could it be? This chair is not a chair, this
table is not a table, etc. The game consists of giving the group an object, which
each actor it succession must discover a use for, by the addition of his body to the
image; what could this object have been? A piece of wood can be a gun, a baton,
astake, a horse, an umbrella, a crutch, a cane, a bridge, a ladle, a Hlagpole, a fishing
rod, an oar, a whistle, an arrow, a spear, a violin, a needle, many orher things,

even a piece of wood.
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The invention of space and the spatial
structures of power

1 Space and territory

Space is infinite; my body is finite. But around my body is my tepvitory, which is
subjective.

A woman is sitting on a crowded subway. All the seats are taken, except for one
seat beside her, which is empty. A man boards the carriage and sits beside her -
her territory has not been invaded.

The same worman is sitiing in the same seat, and the whole carriage is empty.
The same man comes and sits by her: hey territory is invaded. In this Forum game,
spect-actors replace the woman and show different ways of regaining their
territory.

Other examples: a man is at a public telephone ~ if the people standing in line
keep a certain distance, they do not invade the man’s territory, but if they come
closer, within hearing distance, they do; or the same thing in a bank, queuing
behind someone at the cashier's window. Or a couple kissing on a public beuch
in a public garden — someone sits down in front of them and looks at them.

I none of these cases have the protagonisis’ bodies been touched but in every
case their subjective territories have unguestionably been invaded. What shouid
they do?

2 Inventing the space in a room

Using their bodies and any of the objects from the previous sequence, the partid-
pants create en environment in the room - a boat, a church, a bank. a ballroom,
a desert, the high seas, etc. One of them starts it off and the others have to discover

what he has in mind and follow and complete.

Hamlet variation

The first actor places herself somewhere in the reom, having in mind a particular
moment in the play; the others must discover which scene it is and place them-
selves accordingly, even if they are nor present in the actual scene (but present

somewhere, as human beings .. .}
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3 The great game of power

A table, six chairs and a botle. First of all, participants are asked to come up
one at a time and arrange the objects so as 10 make one chair become the most
powerful object, in relation to the other chairs, the table and the bottde. Any
af the objects can be moved or placed on 1op of each other, or on their sides, or
whaw{fer, but none of the objects can be removed aliogether from the space. The
group will run through a great number of variations in the arrangement.

Then, when a suitable arrangement has been arrived at, an arrangenent
in which, by group consensus, one chalr is clearly the most powerful object, a
participant is asked to enter the space and take up the most powertul position,
without moving anything. Once someone is in place, the other members of the
group can enter the space in succession and try to place themselves in an even
more powerful position, and take away the power the first person established.

4 Chairs in the emipty space

Fach actor has a chair. One by one she is to place her chair and her body in such
a position in the space as to obtain the maximum power for herself (power inthis
case meaning visual concentration of attention}. In succession, everyone places
their chair, with the same goal. When everyone is in, then, in the same order,
they are allowed 1o change and try another position for their bodies and for the

chair.

5 Where is my place?

Several chairs, tables, abjects laid out chaotically around the room. The Joker
asks in sequence: (1) where in the space would each of the actors regard as the
best place, the place they would most like to be, and they place themselves accord-
ingly; if two or more choose the samne place, they occupy it together (2) which is
the worst place in the space, the place they would hate to be —as before, they take
up those positions; {3) which is the place they believe belongs to them, their place?

This game has an extraordinary capacity to reveal inner thoughts and feelings.
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on Newspaper Theatre® techniques, which were forms of theatre easily realisable
by the people, so that they would be able 10 produce their own theatre. In
Argentina before the last clections (1973}, when the level of repression eased

(without completely disappearing), we started doing Invisible Theatre in 1rains

aud restaurants, in queues for shops, in markets. When certain conditions

arose in Peru, we began to work on va vious ferms of Forum Theatre so that the
spect-actors would fully assume their function ol protagonist, which is what they 5 FORUM THEATRE: DOUBTS AND CERTAINTIES
were at the time; we thought that the people would liave a role 1o play in the pear 4 . :

future. That was in 1973, Incorporating a new method of rehearsing and

devising a Forum Theatre model

Forumn Theatre is still in its infancy, and much research and experimentation will

be required before this nesw form reaches its [l matariey; at present we are stifl

at the stage of exploration, of finding and opening up new ways of working
This particularly applies to the Forum Theatre ‘shiow’. As | have said, in Latn

America, I never took part in a “show’ that was open to the general public prior

10 my Huropean experiences, all the Forum Theatre sessions were organised
by a core group of people of homogeneous social origin, whose common interest
was the resolution of relatively immediate problems. The Latin American experi-
ence had led me 10 construct a model ideal for Latin America, or at least for the

particular experiments | had waken part in. The development of Forum Theatre in

numerous directions in Europe inevitably entails a recousideration of all the forms,
structures, techniques, methods and processes of this kind of theatre. Everything
is on¢e again open o question. -

Ouvly the fundamental principles of Theatre of the Oppressed are excluded
from this re-evaluation, because they are what defines Forum Theatre as Theatre
of the Oppressed — its intention to transform the spectator into the protagonist of
the theatrical action and, by this transiormation, 1o try 1o change society rather
than contenting ourselves wilh merely interpreting it

Now, in all this fresh discussion and re-experimentation around the muliiple

forms and fashions of praciising Forum Theatre, how mauy doubts and how many
certainties come to light? Let me suggest sorne fundamental topics, to which we

could usefully apply ourselves.

41 For more on Mewspaper Theatre, see The Theatre of the Cppresszd, p.143. i
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6 Six chairs

Five or six chairs or cushions or pillows or flowers, in a semicircle. Each actor
who wants to play the game goes inio the space and has to show, using only the
object and her own body, an iliustration for a phrase such as ‘T am in tove ...
The others must say what they believe would be imside the thought bubble
above that actor’s head (as in a strip cartoon). Then the Joker says’. . Cbut” and
{he actor must show in movenent the whole sequence accompanying the phrase,
4 am in love .. but .. and the others MUst discover what he has said with his

body.

Hamlet variation

As above, but using lines of phrases from the play the actors are rehearsing.

7 Photographing the image

One actor makes an image with her body, everyone else is facing het, with their
eyes closed. The Joker says ‘open — cose”: like a camera, all open their eyes for
a brief moment then close them and reproduce what they have seen with thelr
own bodies. Then tvo actors make two separate images. the samme brief opening
and closing of the shutter, and the participants must remember both, and show
frst one and then the other. Then three images. Then, two pairs facing each other:
this time, one pair makes a composite image and the other couple ‘opens’ and
‘closes’ and reproduces what they have ‘photographed’. Finally, two lines facing
one another: one line closes their eyes. ihe other line makes a composite inage
in which four or five people can he in the same unage; the ‘blind” group takes
a photo with their eyes. the actars of the image-group drop their poses, the blind
people open thelr eyes and sculpt the bodies of their opposite numbers in the
image-group into the image they remember. When they have finished, the Joker
makes a sign and if the actors in the image are placed correctly, they don’t do
anything; if not. they move slowly to the right position, accompanying their
adjustonent with a guttural sound. Twice they go back and forth between the
image composed by the blind people and their own original image, to show where

the mistakes were.

THE ARSEHNAL OF THEATRE OF THik QOPPFRESSED

Games involving the creation of characters

These are particularly recommended when starting a new group with non-actors
_tor instance, workers and students. Some are parlour games and not workshop
games ~ whicl hielp people accept he idea of ‘playing’ as we play in the theatre;

they help people lose some of their inhibitions.

1 Murder at the Hotel Agato

This game was taken fram a ‘suspense story’. In the lounge of a hoel, when all
means of communication with the outside world have been i, someone finds
a piece of paper on which is written: ‘T am a mu rderer and I'm going to kill you
all.” As quickly as possible, all ihe participants must discover the identity of the
xiller — who swill preferably have been appointed secretly by the Joker. The kilter
has an agreed signal {for instance, two 1aps ol e shoulder or a wink) by which
he can kill everyoune, but he can only start killing after the others have had ten
minutes to study and get to know each other. The actors can, by a majority vole,
il suspecis.

This parlour game can also be done as a workshop exercise, with the actors
actually creating characters and developing their emotions; in which case the
‘dead’ people do notleave the stage, they die ‘for real’. However the game is heing
played, the death of a person who has been murdered must be slow: the actor
must wail a few moments hefore dying. so as notio give away the identity of the
assassi.

This kind of game is excellent for stimulating the actor’s powers of perception.
Generally ouy senses select what we are o become conscious of; this game greatly
enlarges this field of consciousness, and each actor analyses their colleagie:
in much greater detail, since they are all, potentiaily, ‘murderers’. The Joker car
choose one killer, or several, or none, thus keeping up the suspense element, ans
generating an atmosphere of tension and a much greater alertness on the players

part.
2 Cops and robbers
This is a variation of the p{ecedmg game. The group is divided into two halve

one made up of guerrillas, the other of policemen, Without knowing each other

ihaniancec thee are al) travelling in the same bus, which breaks down on th
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Twenty fundamental topics

1 Qppression or aggression?

Lel us imagine the following situation: a man is in a gas chamber. He has a few

minutes left befove his death. The executioner opens the cyanide capsule. Elsewhere,
another man is tied up, with his eyes blindfolded, in front of the firing squad. A few
seconds more and the officer will shout: “Firel” _

Can one make a Forum Theatre scene starting from such givens? Can a spect-
actorshout "Stop!” and replace the protagonist 1o try to find a solution? I think not.

Certainly. these are extreme cases. Bat groups do often prepare forum pieces
which present this kind of situation, with a degree of ploi development such that
the possible options are limited or non-existent and that there is nothing
more one can do. In such cases ~ when the spect-actars are disarmed on being
confronted with the model - the effect is negative in all respects. This is fatality or
impossibility! And eur goal with Forum Theatre is to make breaches, to open up
paths of Hiberation, not drive people up against a wall of resignation.

For example, T remember a Forum Theatre scene in which a girl was raped in
the underground, at midnight, by four armed individuals, when walting alone
on a deserted platform. Obviously in this case, apart from physical self-defence,
theve was not a great deal the girl could have done. And all ihe speci-actors’
interventions highlighted the inadequacy of the model, in which the only real
prospect was inevitable catastrophe. [ remember another model where a woman
was beaten up by her husbaud, at their home and without a single witness. Or
again the case of the man seized by three armed policemen in the street,

In all these situations there is nothing, or almost nothing, anyone can do to
bring the piece 1o a different ending. The girl can run and call the station master.
The woman can scream. The man can call for help. Then what? These stories
are abour physical aggression, pure physical aggression, and thus any solutions
can only be in the realm of the physical. Which is to say that if the three people
had learnt karate or jujitsu, then, sure, they could have broken the oppression.

Cases like these are of no use for Forum Theatre shows because they do not
present oppressivn against which one can struggle but aggressiorz which one cannot
evade.

Let us be clear about the concepis: we use the word ‘aggression’ to designate
the last level of oppression. ‘Oppression’ is not an exclusively physical phienom-
enon. to be resolved in physical terms. Oppression is very often interiorised; e
oppressed can sull liberate themselves. Victims of aggression, i they are physically
strong, can return the aggression — one possibility, that's all.

FORUM THEATRE: DOUSBTS AND CERTAIMTIES

Consequendy, when the model presents an aggression, the only answer &

resignation because all the possible courses of action depend excusively or

physical sength. What is even more pernicious is that this torally demobilise:
the spect-actor. And io situations like this I believe it is best to go back, pick up
the story again at an earlier point in time and find out at what point the opjressec
still had a choice of several solutions {before the scenario wends its way 10 a
aggressive end).

Take, for instance, the givl who weut into the underaround on her own - what
might she have done before the point at which she found hersell alone on the
platform? Why was she alone? Could she not have awaited the arvival of the train
near the station master (if there was such)? Could she not have insisted on being
accornpanied by a friend? Or, why hadn't she bought one of those rear-gas canisters
designed for handbags? Or even, why didu't she stay over at her [riend’s place??

Similarly, the womwan attacked by her hushand, physically incapable o
defending herself —why hadu’s she left him earlier? Why bad she stayed at home
that night? Why didn’t she call sonteone?

As for the man picked up by the police, what tactical errors had he committec
o let himself be taken by surprise? What precautions should he have taken?

To swmmarise, if everything is impossible, if the situation is blocked, it only
rernains for the audience 10 become wimesses 1o the tragedy. The Polish director
Grotowski, sald somewhere that the audience should be wimnesses (o an event
and by way of exemple he cited a scene whicll had made a great impression on
hine it was a film which showed a Buddhist monk in Vietnam immolating himseli
by fire. The crackling of the flames merged with the death-rattle of his breath. 4
very powerful image which lends iself perfectly to a theatre where the spectato
is a witness. But in Theatre of the Oppressed, far from being a witess, the speci-
actor is, or must do his utmost to become, the protagonist of the dramatic action.
Consequently this image of a monk fated to die, an image of a man who cannot
be saved. is unusable and the scene does notlend itself to an exercise of real action,
which is the objective of all the forms ol Theatre of the Oppressed.

To miake a good Forum Theatre piece with the monk scene, one wonld have 1o

show the moment at which, having doused bimself with petrol, the monk is still

4z Itis important to be clear that in saying this, Theatre of the Opprassed is of course in no sease
justifying a society in which such precautions may be necessary — if such a scenario were to be staged
as Forum Theatre, no doubt amongst the likely interventions would be those that set out to change
this state of affairs, rather than merely surviving it; but Forum Theatre is pragmatic as well - if we

live in such a reality, it says, thece may be ways of living more safely in it. A



holding the box of watches in his hand, and the march has not been lit. A1 this
key moment. when the thing has not yet been set in motiow, an excellens forum
could be done. But when the body is burning, nothing more can be done

Ialso 'remember a book by a Jewish doctor describing the Nazi atrocities and the
progressive restrictions imposed on the Jeyys, First, the carrying of the star of David
= why not, some said, if we're proud of it? Then the prohibition on folHewving
professions such as doctor and lawyer — why not, they said, since we can do nsh'c:
jobs and, by giving way on this point, we will calim 1he enemy down? Th(‘?l; the
obligation to live together, in gheros - why not? — and finally the transportation
1o concentration camps and death. At no pointin the book does this doctor make
excuses for the Nazis having been the executioners of his race. And yet he, as a Jewy,
asked himself: in the gas chamiber there was othing more we conld do, but before
that, could we ot have done something? This is a feasible subject for Forun Theatre
— Was it not possible to do something before things went that far? Who could have
done it? Why didn't everyone do it? In the event of the same thing happening again,
what could one do? (Of course many Jews did take positive actions wh;n they
vealised the danger they were in - actions which ranged from emigration (o armed
resistarice - though this is often ignored in histories describing the period.)

My conclusion is that Forum Theatre is always possible when alternatives exisi.
b the opposite case it becomes faralist theatre.

2 The style of the model

When the central problem is concrete, generally the model tends towards seleciive
realism. I would even 80 as lar as 10 say that the majority of forum shows I have
seen have been produced in this style. But this is absolutely not obligatory.

The most important thing, over and above anything else, is that Forum "Ehc*atre
should be good theatre; that the modelin itself offers a source of aesthetic piveasm‘e
Before the “forum’ part begins, the show iwself must he waichable and well
constructed.

My own preference is that the model be developed by means of the various
Image Theatre processes, especially the sequences of techniques which end in the
construction of the ‘ritual’ concretising the subject being wreared. 1 may be thar
the ritual in question is rich, theatrical and stimulating: for example, the mother's
birthday ritual cited earlier {Pp. 1534}, Here are ‘possible” theatrical elements,
which can help 1o reily’, or ‘visualise’, the relations between the characters,

By contrast, other rituals may have no hint of the theatrical, or the stimulating,

ab(}i,lii'”',;"" o - - — i
them. And the danger of a poor production is that it can seduce the andience
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into a spoken participalion, into having verbal discussions about possible solutions,
instead of doing it theatrically. 1o such cases, iy yny view itis best not to Uy to stage
ormake use of the ‘ritual” in its Heeral form, but by recourse to other Image Theatre
techniques to find images which, however symbolic or surreal, can concretise ilie

in a theatrical form, at the same time enriching it.

subje

To give an example of this approach, in a show produced by French language
teachers in the course of their annual congress (Strasbourg 1979) and directed
by Richard Monod and Jean-Pierre Ryngaert, there was a scene which depicred
a goverpment inspection of teachers. However, in theatrical terms, the ritual element
of this kind of examination is poor. Two people seated side by side at the same table.
So what did ihe teachers do? They remained faithlul to the texr used in such
dreumstances, but the scenic action they presented was the vitual of confession. The
teacher knelt in front of a confessor. The point of this was not just 1o add a touch of
theatre, but te highlight one of the fundamental characteristics of the inspection -
its ‘confessional” aspect, the similarity between the teacher-inspector relationship
and the worshipper—confessor relationship. The inspector—confessor had the power
to absolve or condewnn the teacher—worshipper. This is what we call "extrapolated
ritual’,

In the sawe show, another ritual also unfolded around a table: this was
the giving of marks. This 100 was represented in a symbolic fashion, in the fonm
of a pyramid with the headmaster at the top, then the maths teacher (highly
placed in the hierarchy), then lower daswn, in fact right at the bottom, in this
case under the table, all the other teachers, who repeated in chorus the niarks
and criticisms doled out by the maths teacher. This is what we call a ‘metaphoric
ritual’.

In my view, the style is of Hitle importance ~ one should use the style which is
most appropriate to the content. Three {orms of ritual are possible: (1) the realistic
ritual, {2) the extrapolated ritual, {35 the raetaphoric ritual. The former remark also
applies io the staging, and 1 would say the same vis-d-vis the dramaturgy, but that
would lead us on to another topic: “Can a Forum Theatre show be Chekhovian?’,
which remains to be seen.

On another training course, a group of teachers suggested a scene which at first
seemed to offer limited theatrical potential. A voung woman nurse is arguing with
four of her colleagues, seeking support in her stand on nurses’ rights against the
head of the staff. One after the other, they refuse, citing different reasons. The first
because she wanis to keep her reputation and not get mixed up in baudes; the
second because being a nurse is for her almosrt a religion; the third out of fear that
in demanding their rights, she would lose her job; the fourth becanse the union

this, the union that — union was the only word she knew.
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In the staging of this scene, the actors opted for a sytabolic representation: actor
P putabagover her head and hid in the darkest corner of the room; actor 2 dressed
U as a nun; actor 3 busied herself with scrubbing the floor: actor 4 blocked her
cars so she couldn't hear, In the following scene, the liead of the staff was seated
on a chair, on top of a huge 1able; with two secretaries protecting her from
the young nurse, who was making her request on her knees, The intages here

contained a significance which was easily understood in the debare, in the forum,

3 Do the problems have to be urgent or not?
Should they be simple or complex?

One day, one of my pupils at Censier suggested doing a Forum Theatre scene on
ber own situation, her problems. She was tired, she told me, of so many forums
about concrete, urgent problems — wages, strikes, oppressed womeps, factory work,
rates of production, etc. She offered her own problem. She was young, living alone
inahuge flav; her separated and remarried parents each lived in their own places.
Ina kind of way, she wanted to reconstitute a farnily. She had invited some [riends
to live with her. They had come, a couple, plus a male friend and another female
friend. But her companions did not fulfil the required functions of father and
mother. When she wanted them there, they were out; when she wanted o be
alone, they were there.

Ultimately she wanted to get married to set up her own “family home’ and she
was giving serious thought 10 monogamy . .. while at the same time she was
altracted to her actual polygamous situation. She wanted contradictory things,
she wanted everything at the same tme.

We did not do that forum: as with the rest of her life, she wanted at the same
tinte as not svanting. ., .

Some time later, [ proposed this subject 10 another group. 1 should say that
in the process { learnt an enormous amount about the Parisian youth of today.
But I should also say that in this case the lack of precision in the model led 10 a
lack of precision in the forum. The maode) did uot throw a clear enough light on
the problems and the oppressions, and the forum didn‘t get very far, though in
theatrical terms it was very fively,

This is open country. When one has a problem which is clear, conerere, urgent,
logically the debate should lead 10 salutions which are just as dear, conerete and
urgent. A woolly subject will lead to woolliness ~ T think.

Iuis possible that, on the contrary, a lack of precision may only be apparent and
the forum may serve to analyse a situstion without synthesising possible solutions.
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4 Do we have to arrive at a solution or not?

1 believe it is more important to achieve a good debate than a good soluiio
because. in my view, the thing which incites the spect-actors into entering in
the game is the discussion and not the solution which may or may not be founc

Even if one does reach a solution, it may be good for the person who ha
proposed it, or good within the confines of the debate. but not necessarily usefu
v applicable for all the partcipants in the forum.

Certainly, one almost always learns something useful in a forum debate
Fremember, for example, a show about the power of the medical profession
A sick person, the viciim of a road accident, was taken to hospital where he wa
put through a whole series of hoops and hurdles before he could get wo find ou
exactly what was wrong with bim. From room 1o room and operating table «
operating table, he was subjected 10 examinations and analyses of all kinds, an
abliged to swallow various pills and be injected with various substances, swithou
anyone telling him why.

The spect-actors tried a number of arguments on stage to obtain information
to force explanations, tiil a woman appeared who, by a siroke of luck, was a nurse
Taking the role of the protagonist, she asked to sign a discharge form. She informe
us that in French hospitals the law permits patients, whatever their state of health
toJeave the hospiral if they sign a doawment by which they take charge of them
selves and discharge the hospital and the doctors of all responsibility.

Well, this was a useful piece of information which nejther we nor the audiena
knew. And it's good 1o know for the future. But already, even before we wen
aware of this fact, we were all actively participating in the search for solutions
arguments, steps to take, if the sitnation should ever arise.

Debate, the conflict of ideas, dialectics, argument and counter-argument — al
this stimulates, arouses, enriches, prepares the spectator for action in real life
Thus, when the model is not wrgent, that is to say when it is not about having
actin reality inumediately on leaving the show, finding a solution is not of primn
imporiance, ‘

Sometimes a forum can bave the funciion of ‘previewing’ a solution which wil
autematically be tried on leaving the show. Take, for example, the case of a forun
the purpose of which was to form a group of residents frow an area o go in .
delegation and register a complaint at the town hall, or to demand some right o
other. In 1his case, the process is not simiply a matter of providing a stimulans fo,
autonenons activity but rather of developing a concrete, detailed plan of campaign
a strategy and tactics for an imminent action. Who will do the talking? Wha

arouments will thev nut farward? Whar can thev exnect from the other side? Thinsg
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personally involved — it was real, it was possible. I immediately took a step back
and tet the scene follow its course.

Sometimes the solutions proposed are at the opposite end of the SpeCtrim 1o
niagic, they

inadeqiate. In these cases, the Joker auIstary to push the spect-
actors into finding more active sohutions. The magic solution is cheating, but ihe
inadequate solution is demobilising.

However, we should take note of the fact that when the audience shours thar
such-and-such a solution is not magic, that the solution is possible, that showt is the
beginnin

g of a precess of self-motivation on the Spect-actor’s part, it is the stimulus for
areal action.

“J1

The physical stance of the Joker ie extremely important. Some Jokers are
tempred o mix with the audience, to sit with other spect-aciors; this can
be completely dewmobilizing. Others, by their demeanour, aliow their own
doubis, their own indecision or timidity, 10 show through. Now evervihing
that happens on stage, by which I mean all the images produced by the body
or by objects, is significant. il the Joker on stage is tired or confused. he or she
will transinit a tired and disorientated image ro the audience. But beware —
being dynamic does not mean seeking to influence the outcome!

6 Finally, as 1 have

already said, the Joker ruust be Socratic — dialecticafly, and,
by means of questions, by means of doubts, she or he must lrelp the spectators
to gather their thoughts, to prepare their aciions. Maiewtics - the Joker is
a midwife, Bur a

tenics of body and spirit, not siinply a cervebral maieutics.
The Joker must assist the birth of all ideas, of all acrions. Going further than
Socrates. wha {ramed questions that expected answers, and, in so doing,
limited the field of discussions, Forum Theaire frames questions that expect,
as answers, new questions: what do you want to talk about? We wy to avoid
any form of manipulation of the participants.

8 Theatsicality or reflection?

Bevond the conduct of the Joker, there is the condnct of the event itself. Ultimately,
should the presentation of a forum tend towards the theatrical? Should one seek
to produce an event which is good theatre, even afrer the presentation of the maodei,
or should one, on the contrary, aim to stimulate reflection, argument, action?

Fhink that this depends on the objectives of the show and the conditions in
which it is being enacted. 1 depends on the number of participants and on concrete
givens, such as 1';%5(?{:, subject matter, nature of the slage, eic.
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Normally, i a theatre, there is an ahnost inevilable tendency towaids
theatricality,  even know one group who have introduced clements of spectacle
into forum; for examnple, a gong, like a bell in a boxing match, giving notice of the
beginning or end of a pew speci-acior's intervention. Another group Hinits

ihe duration of each intervention, 1o force everyone to think quickly {and also to

achieve dramatic effects of rhiytiun). Tn ihe end, 1ihink that the presence of a large
audience - in Porto and Stockholm Tdid forums for andiences of over 1,000 people
and al Sant’ Arcangelo di Romiagna, 3.000 people — makes the theatrical nature of
the show almost inevitable. T is also in the latter type of sitwation that exhibitionists
are at their most mumerous - spect-actors tempied to lead tie perfornmatice towards
burlesque or vaudeville. All such excesses are to be avoided . . . but 1 still believe
in the power of foruny as stimuius and activator, even in these extreme cases.

When dealing with smaller audiences. of motivated people, reflection gains

“the upper hand, and 1he search for solutions can be more fruitful; espedally if the

forum is to be fallowed by a real action.

g The staging

Very olien the groups who practise Forum Theatre are poor groups, with lited
cco;mmic resources. Generally speaking. scis are limited (0 1ables, chairs, and
nothing else. This should be taken as contingency, rather than choice. Ideally ihe
set should be as fully developed as possible, with as minute detail and as much
complexity as is necessary. The same goes for the eostmes. The characters should
be recognisable by the clothes they wear and the objects they use. Very often, oppres-
sion is reflected in clothes, in things. Objects and dress should be real, charged,
clear, stimudating. The more care is taken over the aesthetics of the show, the more
it will stimiulate and the more the audience will take part. How wonderful it is o
sce a spect-actor come on stage and dress [or the part, before she starts to act! The
spect-actor feels more protected. feels more one of the dramatis personae (without
ceasing to be a person}. A spect-aclor in her character’s costuime is much freer,
much more creative.

This also applies 1o the other elements of the staging. Ultimately the anti-mode!
is a plece of theatre just like any other, with the single difference that it is not
evangelical, it carries no message, no words of wisdom, just doubis and anxicties
which will stimulate judgement and action on the part of the assembled audience.
Which is why if one can use music, it should be used a lot; if one can use dance,
there should be as much dancing as possible! If one can play with colours, why

Hinit oneself 16 black and white?
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i this case, it is absolutely vital not only to awrive at a generic solution, but 1o
detail the conhcrete plans for the action which is to be taken.

5 Does the model of the future action need to be
depicted or not?

[ihink that in the preceding case it is necessary to depict the model of the future
action, since this action will be experienced in veality in the immediate future.
This kind of depiction can function as a dress reiearsal of the actual act.

{also believe that in a Forum Theatre show, such a representation can help
condense the results of the said forunt. In all debate a portion escapes the audi-
enCe’s memory. A representation can help 1o summarise it

However, certain precautions should be taken. If the model of future action is
suitable for all those present, its representation will serve as fresh and final stimulus
for the real action. In the opposite case, one runs the risk of presenting an ‘evange-
list” model, reconumending actions which are impossible to realise in practice.
A precaution 1o take, a danger to avoid.

& Medel or anti-model? Error or doubt?

Fora while 1 thought that perhaps the term ‘model’ already contained the conno-
tation of path to follow. Then, after using the term ansi-model for a while, I returned
to model because 1 believe that it must be only a model to be discussed, not
followed.

There is another word which can, in some instances, influence or manipulate
the audience (when the desired effect is exacily the opposite) ~ the word error. If
we infori our spect-actors that the protagonist of our anti-model has comunitted
an error, thisimplies that we think the protagonist has taken the wrong approach,
However, thisis for the spect-actor to say, not for us. Consequently, the right way
ol expressing this is to say that in the model or anii-podel we have doubis about thé
way the oppressed protagonist behaved.

7 The conduct of the Joker

During the two-week Theatre of the Oppressed encounter in 1979 (La Quinzaing

du Thédtre de I'Qpprimné au Thédire Présent), we had 1he chance 10 observe at least
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ten Jokers in action. Each bad their own persouslity and behaved differently in
front of the audience. Nevertheless, from our observation, we can conclude that

there are some rules for Jokers which are almost obligatory.

I Jokers must avoid all actions which could manipulate or influence the audi-
ence. They must not draw conclusions which are not self-evident. They must
alwvays open the possible conclusions te debate, stating them in au interrogative
rather than an affirmative [orm. in such a way that the asudience can answer
Yes” or ‘No’, 'We said this and not that', instead of being confronted with the
Joker's owin personal interpretation of events,

2 Jokers personally decide nothing. They spell out the rules of the game, but in
complete acceptance from the outset that the audience may alter themy, if it is
deemed necessary for the study of the proposed subjeci.

3 The Joker must constantly be relaving doubts back 1o the audience so that
it is they who make the decisions. Does this particular solution waork or not?
Is this right or wrong?

And this principle applies most of all in relation to the spect-actors” inier-
ventions. Often a spect-actor will say ‘Stop!” before the preceding spect-acior
has finished their own intervention. The Joker must than tactfully persuade
the newly intervening spect-actor to exercise patience, while also trying to
sense what the audience wants; they may well have already understood
the interventon and want to move on. Another delicate situation, which the
Joker must be able 1o refer back to the audience, is the evaluation of whether
or not the spect-actor/protagonist has won. In the event of a spect-actor victory
{and only then), anyone is {ree to replace the oppressors. Once again, the
decision rests with the audience.

4 Jokers must watch out for all ‘magic’ solutions. They can interrupt the spect-
actor/protagonist’s action il they consider this action to be magic, not ruding

that it is magic, but rather asking the audience 1o decide.

Another memory: we did a Forum Theatre show [or the lawyers” union. At a
certain point, a spect-actor (a judge) mounted the stage with the intention of
dismantling the court, and “destroying’ the files on the accused, who had been
caught red-handed. As I was the Joker, 1 interrupted the scene with a cry of
‘Stop, that's magicl” But the audience, which was made up entirely of judges and
attorneys, immediately opposed this: no, this was not magic, they themselves
believed it, for them it was the only solution - all the more so since this ivas exactly
what they had done two or three weeks earlier, in analogous circumstances, ju
a Paris court of law. For me it was magic, while for them - and shey were all
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Vet another Impaerrant thing - ‘blocking ~ movements on stage. Every move-
ment of every actor is significant. The stage business and (he aciors’ plaving
styles together endow each moment with dynamic images which carry meaning.
Movement cannor be arbitrary. it must have a content, The distance between
Lo people is important in terms of the ideas it conveys, rather than as a marer
of centimerres and metres.

In Rio de Janeiro, & Forum Theatre piece invelved a Young man who loved
music and dancing. And vet, on stage, he didn’t dance and not a note of music
was heard. The [act that he loved music and dancing was not articulated ‘aesther-
cally’ 1o the spect-aciors, but verbally. Besides, this was not one of the essential
elemenis of the problem. When, on its second showing, music and movement
were introduced into the model, the Spect-actors were much more stimulated and
participated with much greater enthusiasm,

10 The function of the warm-up

In all the foram shows 1 have taken partin, there has always been an elerment
of “warming-up’ of spect-actors. But in reality the function of (hese exercises
s not only wanning up but forging a “group’ out of a bunch of pecple, a sort of
‘communion’ - if we do sontething together we become a real group, rather than
a mere a juxtaposition of individuals.

Generally this is done in one of two possible ways.

I Over ten or filieen minutes, the Joker explains Theatre of the Oppressed,
recounts some experiences of forum shows or Invisible Theatre, and Bxes the
rules of the game which is w follow.

Then he proposes some exercises, starting with the simplest, the feast
off-putting, those that arouse the least resistance. For example, in Egypt,
touching exercises provoked a very powertul resistance, which, by contrast,
was far from the case with magistraies in Paris! It all depends on the culiure,
the counury, the region, the moment.

After the exercises, we move on to Image Theatre. Here the spect-aciors begin
to work aesthetically. and 10 suggest subject matter for images themselves.

Then finally the Broup presents the anti-model, and from that sta rting point
comes the forum.

2 Thave in the past used, and seen others use, other less effective processes -
starting innnediately with exercises, with an explanation a posteriori. In these
cases, Fhave noticed that a porton of the audience feels manipulated and reacis
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negatively, By contrast when the explanation comes firsy, the Joker almost
(=2 & h
always ends up winning over the audience, and gaining their acquiescence

and their confidence.

Which doesn’t mean that the warm-up is absolutely indispensable. [ believe it
prepares the spect-actors for action. In any case, the thin g which will best prepare
them is really the subject matter and the play itself. The case of Het Trojaan Paard,
a Belgian group from Antwerp, is significant; they have perforimed the same show,
about the woman who is ‘a leader at work, a slave in ihe home’, in a hundred towns
in Belginrn and Holland (the group speak Flemish), without ever doing the slightest
preliminary warn-up. They just explain what is going 10 happen. And the show is
s0 evocative and so galvanising that all the spect-actors always want to take part.

11 The function of the actor

Forum Theatre demands a different siyle of acting. In certain African countries
the people mieasure the talents of singers by the extent to which they can sedu.ce
thejr andiences into singing along with them. That is what should happen with
good Forum Theatre actors. In their performances there must not be the slig%ttest
:race of the narcissism so connmonly found in dosed theatre shows. Because 1he
presenation of the anti-model should, by contrast, principally express doubt: each
action should contain its own negation; each phrase shiould leave open the possi-
bility of saying the opposite of what is being said; each ves allows for an imagined
1o, or a perhaps.

During the forum proper, actors must be extremely dialectical. When they take
1p a counter-stance against a spect-actor/protagonist who wants to break the
oppression, they must be honest and show that the oppression is not so easily
defeated. They must show the dilficulties which will appear, while retaining a
manuer which encourages the spect-actor to break the oppression. Which means
that while still countering every phrase and action, they should awaken in the
spect-acior other stances, other approaches. While impeding ihe attempt to break
the oppression, they should rouse the spect-actor to achieve it,

I the actor is teo finm, it can discourage or, worse suill. frighien the Sprect-aciorn.
I the actor is too soft and vulnerable, with no counter-argurents or countes-
actions, it can roistead the spect-actor inio believing that the problem posed by

o resolve that he or she thought.

the play is easier
In Berlin, at the Hochschille der Kunst, a forum showed a young man frying

o convince his famnily to give bim a certaju sum of money a month. Jn order 10
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Second: oue cannor change the characrer's motivation. For example, in
Norrképing one auti-

1odel showed a young working woman who was forced
to abandon hier job in order o follow her husband to his new ptace of work in
another wown. Her central motivation in taking this course of action was to remain
with her husbend. A woman spect-actor was the first to come on stage, and
the first thing she did swvas to say 1o bell with her husband! Obviously, she was
changing an essential given of the situation. If the woman in the anti-model had
detested her husband. lis rransfer to another town would have been a salution,
not a problem. But she loved him,

Thus, what can be changed is the characteristics of the motivation: how Lo do
what one has to da. Which is where the problem resides.

15 What is a ‘good’ oppression?

Ttis not uncommon during the preparation of a forum to hear a group discussing

what constitutes a goad or bad oppression, swhich oppressions are iraportant,
which are minor. My {eeling is that all oppressions are of equal importance . . . 1o
the people who are being subjected to them.

There is always someone sullering more than us, but thar is not Al argment
which should prevent as speaking about our own oppressions, even if they scem
minimnal in comparison with those inflicted on, for example, the Cambodian
refugees on the Thai border, the unarmed viciims of armed groups of soldiers or

smugglers. Our oppressions are infinitesimal compared svith those of the Hindu

ur}t(u.xcii’kables, paviahs ot a caste-oriented society. But when we are suflering,
our appressions weigh heavily enough on us. The purpose of Theatre of the
Oppressed is 10 help us w0 free ourselves,

Equally,  believe ihat one should no subordinate oppressions, ranking one
below another,

Of course there are some oppressions which are more savage than others:
of course some oppressions bear down O a great number of people with more
cruelty than others. Bitt § believe the struggle against one oppression 1o be indis-
sociable from the struggle against all oppressions, secondary as they may be.

Thus I believe that we should not hiera rchise different kinds of sittfering; we
should consolr our andience and use all oppressions tor the construction of Forum
Theatre anti-models, as long as these oppressions are real oppressions, experienced
by the forum participants, who must have a genuine desire to free themselves,
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16 Who can replace whom?

For a Forum Theatre showing to qualify as true Theatre of the Oppressed, only
spect-actors who are victims of the same oppression as the character (by tdentity
or by analogy) can replace the oppressed protagonist to find new approaches or
new lorms of Iiberation. This attempt to find solutions does not only have a
meaning in the context of the play; the spect-actors {who are as oppressed as the
protagonisi) will at the same time be training for seli-defensive action in their real
fives.

If'a spect-actor who is not experiencing the same oppression wauis 1o replace

the oppressed protagonist, we manifestly fall into the theatre of advice: one person

showing another what to do — the old evangelical theatre,

But there is yet another possibility, which can be at once different and stimi-
lating. At Stockholm, for example, during the Soder Festival, a group showed a
ayoung

forum anti-model on the relations between men and women. 1 remembe

girt telling me something which amazed me:
8 8

‘Tam afraid to tell a man that 1 fancy him.’

“Why? Because you are afraid that he might say he doesn’t fancy you?”’

‘No, itUs much more complicated. Tam afraid that e might say that he does fancy
me.

‘So where’s the problem?’

s even more complicated than that. Lam afraid that he might say yes, but that
in his heart of hearts this might not be true — that he might be saving yes because

he doesn't dare say no . .

As you see, the problen was far from simple. Anyswvay, as | am not in the habit
of hierarchising oppressions, [ accepted the idea of doing a forum on this subject
without hesitation. The show took place in the sireey, on a Friday — {or those who
don't know Sweden, T should explain that on Friday evening after ten o’clock half
the population is completely drunk! This added more spice 1o the show!

The first scene went off without any problems, the second likewise. In the third
scene, which contained this very dialogue with the indecisive girl, a male member
of the audience shouted ‘Stop!’ We assumed he wanted 1o replace (he young man,
but he 100k the place of the gitl to show how, in his view, girls should behave
in such situations. I was going to stop him - 1 was the Joker - but before 1 did so,
as always, [ consulted the audience. The whole audience shouted to let him g0
on. And the marn, happy as Punch(l). began to give lessons in good behaviour
io the women in the audience. They listened and plotted their revenge. So when

he thought that he was aboul to retire victorious, several wornen spect-actors,
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achieve this, he had 1o undergo endless rituals, family conversations and meetings,
discussions about the war, abour the past, about members of the family who bad
disappeared, ctc. The actors were so enthusiastic thar every spect-actor who came
forward was subjected to an avalanche of arguments, to such an extent that very
soon the whole audience was up in arms and shouted in unison 'Stop ~ that’s
magicl’, conciuding that no family could be as fearsomely exasperating as that.

I repeat, the actors must be dialectical, must know how to give and take, how
to hold back and lead on, how to be creative. They must {eel no fear (which is
common with professional actors) of losing their place, of standing aside. A great
magician is someaone whoe pot oy knows bow to do magic, butalso how to teach
tricks 1o others. A great footballer foses no status by teaching someone else how
o shoot with both feet.

One learns by teaching others. Pedagogy Is transitive. Or it isn't pedagogy.

12 The repeated scene

Once the anti-model has been shown and the debate is under way, it s nften the
case that several spect-acrors, one after another, want to break the same oppres-
sion. This means that the same scene will be shown several tinies. The only thing
to be careful of is leting the show (however well constructed may be) become
monotoneus. 50, a word of advice: on each repetition the actors should accelerate
the rhythm, so as to avoid showing exactly the same scene several times, or any
more than necessary. Excessive repettion can diminish the audience’s interest,
enthusiasm and creativity.

13 Macrocosm and microcosm

In a good Forum Theatre show, the actors must be very much in tane wiih each
other and ready for every eventuality. It can happen that the solution desired or
suggested by a spect-actor may be unachievable within the ‘microcosmic’ world
of the anti-model. To find the solution it is necessary 1o look elsewhere. How?
In Turin a young couple were searching for a flat. A letting ageut asked them
for their papers, their wage slips, asked them what their resources were, and so
on. Then a man came in who wanted to rent the same flat as the venue for occa-
sional laisons with Lis mistress. He could have gone 10 a hotel, but he preferred
the comfort of a flat. The agent, in view of the man's economic status, decided in

his favour, instead of offering the flat to the voung couple who really needed it
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What solution would allow the couple to have the flat? In one intervention, the
voung people broke into the flat” and occupied it And what was the agent’s next
move? Calling the police.

However, in the anti-model there was no scene with the police. So in response
1o this intervention, the letting agent dialled a telephone number and immediately
an actor off stage answered; be turned himsell into a police inspector. The
other actors, assisted by a few spect-actors, immediately improvised the police
station. The inspector decided to intervene, arresting the couple and sending
them to the police station. There. the young man rang his lawyer. In the
microcosm of the anti-model, of course there was no lawyer. No problem ~ an
actor answered and once again, with the help of a {ew spect-actors, all in character,
a lawyer's office sprang up. And now it was the lawyer’s turn — he phoned the
voung people’s parents. Actors and spect-actors improvised homes, famnilies,
inarems and grandparents, uncles and aunis and neighbours. In a matter ol
minutes the whole room was involved in a huge scene in which almost everybody
had a part.

This goes to shosw that the anti-model presents only a microcosm - but that that
microcos fits inte the macrocosm of the whole of the sodiety under examination.
The whole of society can be involved and can enter into a forum Theatre show,

whatever the dimensions of the anti-model.

14 How to replace a character without transforming
it into another

A spect-actor can sometimes replace an actor and modify the character in such a
way that the solution becomes completely magic. The spect-actory must yespect
the ‘givens’ of the problem.

H the spect-actor replaces the actor and exactly foliows the behaviour of the
character in the anti-model, clearly he or she won't greatly change anything in
either the action or the course of events. However, it is equally clear that something
must change. An individual is replacing another individial, a spect-actoris replacing
a character, a buman being is replacing another human being. Something changes.
What can one change and what can one not change?

First one cannot change the given social circumstances of the problem. One
cannot alter the farnilial relationships between characters, the ages, the ¢conomic
status, etc., which condition their actions. If these factors arc adjusted, the solutions
will be of 10 use because they will apply to cases which have nothing te do with

those proposed in the anti-model.
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in quick succession, with a shout of “Stopt’, hurried 1o 1ake the place of .. . the
original young man! So on stage a man was showing women how he thought
they should behave, while the wormen were playing the role of the man and
showing men how they should act.

The result was extraordinary, because men and women, playing the roles of
their ‘adversary’, were showing theatrically (aesthetically and not merely verbally)
what they thought of each other; they were 1rying 1o correct one another,
demonstrate what oppressed them in their interlocutor’s behavicur. And it
is worth saying in passing that their performances, in terms ol authenticity
and experience, were neither exaggerated nor for a single moment caricarured.
However, generally speaking one should steer clear of the non-oppressed person
(who is very often in fact the oppressor, as in the foregoing example) who claims
the right to give lessons or show tactics to the oppressed themselves.

This episode also taught me something else: Theatre of the Oppressed
does have its rules and these must be respected. But if, by ¢hance, the audience
at a particular moment and for a particular reason decides to change these
rules, then you change them. Nevertheless the only rules which Theatre of the
Oppressed cannot alter are its two Tundamental principles: spect-actors must
be the protagonists of the dramatic action and these spect-actors must prepare
themselves to be the protagonists of their oven lives, That is the most important
thing.

Julidn Boal asks: "I The Rainbow of Desire you wrote that we all have inside
ourselves, inside our persons, all saints and all devils, and each individual is seen
as possessing all human potentialities; iow can you explain that only spect-actors
who suffer the saime oppression can replace the oppressed protagenist, if everyone
has all human potentialities inside?”

1 believe that when we work with concrete sitnations, when the oppression
is clearly discernible v the social situations, as is the case in a sirike, in a salary
negotiation, in a confrontation with the police, etc, we have 1o be oppressed
by the same oppression 10 know what we can really and safely do in a precise
situation - we must have precise knowledge of all the circumstances. However,
when we work with less specific oppressions, or when we use Image Theatre
techniques, such as, for instance, the Merry-go-rownd of intages, in such cases anyone
can replace anyone else because we are dealing with feelings, sentiments. squec—
tivities, imprecisions.
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17 How should a ‘model” be rehearsed?

A model, like any other play. can be rehearsed in different ways. However,
I suggest the method which seems to me to have always yielded the best results,
and which can equally well be used in the form of ‘improvisatdon’ for the
dramaturgic construction. 1t involves a process of analyiical exercises on wotiva-
tion and style, befare atiacking ‘synthetic’ rehearsals which combine these patss
into a whole.

Having established the ‘embryo’ of the piece (or having mapped out the piece
of its entirety), the actors should analytically rehearse the same ‘text’an umber of
iimes. Thus a first rehearsal forces them to ‘analyse’, by which I mean to separate,
1o individualise, motivations.* For example, ‘hate’: all the actors in all their scenes,
in ali the situations they encounter, must think exclusively in terms of hate; then
‘immediately afterwards they must analyse everything from the opposite angle and
rehearse scenes and situations with, for example, ‘love” as the sole motivation.

This rehearsal of the isolated, purified motivation first of all helps the actor o
discover nuances which may not have been obvious in the text, and make them
rise to the surface and be thought and felt; second, in the case of the ensbryo ofa
piece (not the fully fledged play), it helps the actor o invent, to create words and
actions to be integrated into the definitive text. Lastly, it helps the actor prepare

responses 1o the future interventions of spect-actors.

Whenever any actor discovers or suspects that, in their character or in a scene,

a certain emotion or motivation is not sufficiemly foregrounded, then an analytical
rehearsal of that emotion or motivation should be set in motion. For example,
performing the scene with the greatest possible indifference, then the greatest
possible aixiery, then irony, distrust, fear, cotirage - in any manner which may assist
the actors, by means of analysis, or concentration on a single emotion, a single
motivation, in the gradual construction of their characters and the scenes they are
involved in.

Then the piece can be rehearsed a number of tmes with an aridfiaal pause.”

>
with each actor waiting a few seconds before saying their lines, and during these
pauses trying to concentrate on the conflicts they're involved in. One can also
do a pause for the opposite thought, during which the acter thinks the opposite

43 See The Analytical Rehearsal of totivation, p. 228,
44 See The Analytical Rehearsal of Motivation, p. 228,

45 See Artificial Pause, p. 230.
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of what they’re going to say. Or even silen; rehearsals, where the script is thought,
interiorised, but not spoken. )

So these are a few of the exercises which help develop motivations. And the
same applies to questions of style — the text should be rehearsed in ways which
display all its possibilities, all its faceis: in cowboy-western style, as comedy,
wagedy, circus, opera, silent film, houvror film, ete. At each rehearsal the actors can
either read the same, previously set seript, but with a different style each time,
or equally, il the group is starting from an embryo, they can introduce new lines
and new actions, to arrive at the definitive script.

These rehearsals are useful as a way of ariming the actors with a sort of painter’s
palette coniaining all the possible colours of their character: litde by little they pains
the character in. This last part of the process should be done during synthesisiyg
rehearsals, when alf the scripts, all the actions, all the new forms of expression 1o

be used on stage have been incorporated.

And in 2001 . .

In the year 2001, with the exmraordinary speed with which Tlieatre of the Oppressed
develops in Brazil. we have arrived at a simple systemn of preparation of the Forum

Theawre model, which is as follows:

L The group chooses a theme, or central idea, or su bject marter. For this purpose,
the group may divide f1self in several subgroups.

2 Each subgroup makes an fmage of the theme, which is a general image, an
abstract image - all the participants make comments on it,

3 The actors inside the image, at a sign from the director, show the logieal
mevement of that image ~ what movement would each of the characters inside
the image probably make. Commeuts.

4 The small group decides upon a story they will play and improvise alone — and
to do so they can use rehearsal techniques such as Rashomen, *Screen image’
and all the others; then, they come back to the general group and must show:

5 Thetmage of the things — everything on the stage speaks. We can shut our mouth
but not our body: it will always be speaking. On stage we are always saving
things with our bodies even if we don’t want to say anything. So it is with the
abjects, the things on the stage. Once Isaw a national festis ‘al of Theatre of the
Oppressed in which people came from very different parts of the country,
bringing very different problems, different thermnes s of oppression, but all groups

used always the same tables, the tables that were there in the room, and the

FORUM THEATRE, DOUBTS AND CERTAINTIES

same chalirs. Chair and tables would abways ‘speak’ the same ‘lines’. Now ]
think it is imperative that the group show the image of the things - whatever is
on the stage must have a meaning and we never use on stage the same objecis
that we use when not on stage. If we need a telephone the last thing we should
get hold of is a relephone, a real one: we must invent, create a relephone, bigger
or smaller than a real telephone, made out of materials very different from
the materials telephones are normally made of, so as 1o shotv an ideological
object, an object with a meaning revealing who uses it, what is it used for,
when, how and why. Not a single thing on the stage should be there ‘inno-
cently’, everything must have meanings, connotations, ideas, emotions. The
group should look at the things and make comments on thetr feelings about
them, so giving voice to what the things will be speaking during the play,
imperceptibly.

6 The kinetiz image — each actor shows, separately, the movements that their

character makes in ‘real’ life in the place the aciion is ser. Comments from

the group on what they have felr and seen.

The group must make the image of the Chinese crisis, that is to say, the image

-1

of the crucial moment when the protagonist has to take the trreversible action
or to say the irreversible word thar will determine the outcome of the
scene.

8  Theactors inside the image, at a sign from the director, should all at the same
time speak the monologue of their desire - what each one of them desires in
concrete rerms.

9 The fmage of the desire in action — the actors should show in slownotion their

desires in action,

After these steps, the group should make a total improvisation.

18 Can a forum change themes?

Yes, sometimes, as for instance happened i1 Rio in December 1979,

The theme was simple: a lift had crashed in Copacabana, in oue of those high-
rise blocks of Hats, which respect no architectural norm and whose existence
is governed only by the law of profit. The residents, who were affected by the
accident, wanted to institute proceedings against the consiruction company.
A meeting was arranged, and this meeting was the lorum.

But during the debate, the participants displayed such violeice and exasperation

that it was impossible to reach agreement, either on how 10 set proceedings in
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moetion or even on the need for everyone 1o have their say and express their
teelings.

[ the end the theme of the forwm was: how to organise a forum!

1 Can people remain ‘spectators’ in a Forum
Theatre session?

Nl

As a rule I nover g

ve peremptory answers, but in this case [ answer blithely:
Nol In a Forum Theatre session 0o one can remain a ‘spectator” in the negative
sense of the word. 1t's impossible. In Forum Theatre, all the spect-actors know
that they can stop the show whenever they want. They know that they can shout
‘Stop!” and voice their opinion in a democyatic, theatrical, conerete way, on stage.
Even if they stay on the sidelines, even if they yvatch from a distance, even if they

cho

- to say nothing, that choice is already a form of participation. In erder 1o
say nothing, the spect-actor must decide to say nuthing - which is alveady acting.

Generally, evervbody has something to say and everybody ends up speaking,
by entering iro the game, especialty if there is the motivation, the desire 1o express
their opinion. their theory, their inclination, thejr wishes — and this expression is
the scene. The keener the desire to take action, the more the spect-actors hurry
on o the stage.

One rnore exainple, from Perugia, a lictle Italian city in Umbria, the first case of
‘vertical’ participation! Let me explain. I worked with a group of women, Le Passere,
for three days. In the afternoons we worked on litdle scenes, with practically no
script, just mimed, and in the evenings we would play these scenes in forum on
the small medieval squares i the town. Small welcoming squares, surrounded by
houses three or four storeys high, peppered with windows which gave directlv
onio the square. i the course of one of these evenings, I noticed that the windows
were bulging with spectators, mainly women, who wanted (o see the show. So |
shouted to them 1o come down, 1o facilitate their participation. A good number
of these balcony spectators descended. The others pretended not 1o have under-
stood or not 1o have heard. 1 persisted, then gave up; they stayed comlortably
parked in their armchairs.

The show began, as always, with exercises. Up above, the women (most of
whom were quite old) split their sides laughing. Then came the animals ganie,
the images of the family and the ritual of coming home fror work. At this
point the women started barracking ~ what the intervening male spect-actors were

showing down there on the square was untrue, it bore noe resemublance to whar
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thev did when they canme home. The wives on the balconies heaped abuse on
these husbands who, on stage, svere exemnplary husbands: they made supper. 100k
care of the children, saw to the cats, the dogs, they laid the table .. this was 100
tacalzenel Liarl You're not like that

mucht 3o from above one heard cries of:
e

here, you've never been in a kitchen in your life. Tazy buigg

The volubility of the [talians is such that ina few moments the wihole place was
i uproar, with horizontal shouting (from the participants iu the andience in the
street) and vertical shouting (women spect-aciors o adion, even thoughs they
were still settled at their windows). Atacks and reproaches flew in all directions
1l the husbands, who bad shown these beaudiiul images of themselves, Jeft the
stage in shame. ..

No one in that squate had remained a “spectator’: they had all been spect-adiors,

H 2 N : Al el 1T ey s
sitiing, standing, far away, close by, up above and down below.

26 When does a session of Theatre of the
Oppressed end?

Never — since the objective of Theatre of the Oppressed is not w dose a cycle
to generate a catbarsis or (o bring an end 1o a process in development. On
the contrary, its objective is L0 encourage autonomois activity, to set a process
iy motion, 1o stimulate transformative creativity. to change specrators into
protagonists. And it is for precisely these reasons that Theatre of the Oppressed
should be the initiator of changes the culmination of which is not the aestheltic
phenomenon but real fife.

This is theoretically what should happen, and it is what has happened in
practice.

Let us look at Forum Theatre. The oppressed cyeates @ ‘model’, made up of
images from his or her real life. In other words, an oppressive reality shown in
images. These images possess Two essential characteristics - being images of the
real and being real themnselves. The fact of being represented makes them exist.
Thus, starting [rom the creation of the and-model, we can ohserve both the
~xistence of a real oppression and real images of that oppression. As if there were
wwo worlds, the world of the reality from which the oppressed has drawn to create
images and the world of the images themselves.

Or to simplify: if {1ake a photo of Maria, Maria is a real being, but the photo.
which is her image, that photo is also real. 1f I draw Maria or if 1 sculpt her, oril,
inspired by ber, Twrite a poem or novel. Fam creating tinages of Maria, limages

which ave real, like Maria.
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By extension: the oppressed person responsible {or the crearion of the ant-
model (adypamic collection of i;riages_} and all the oppressed people who identify
with him or her (by absolute identity or by analogy) are the privileged of this new
form of theatre. They participate sim ultaneously in these tvo worlds, the world
ol the relevant reality and the world of hmages made real. People who do not
identify themselves with the oppressed who have created these images can also
gato from them, but ar a distance - they will never he able to apply to their real
lives these experiences realised in an imaginary life. But the oppressed themselves,
they will be able 1o practise, 1o train for action, they will be able 1o act within the
imaginary life of the theatre forum, so that afterwards, catalysed, they can imme-
diately apply this new energy to their real Hves, since these oppressed are part of
both warlds.

Let us pause to stress this fundamental point. The oppressed act as subject
in both these worlds. In their fight against the oppression of the imaginary
world, they are bractising and fortifying themselves in preparation for the future
fight they wilt underiake against the real oppresstons (not simply ihe real images
of these oppressions).

In truth, a session of Theatre of the Oppressed has no end, becanse eve

'ything
wwhich happeus in it must extend into life. Theatre shall never end! Thealre of the
Lppressed is located precisely on the frontier between fiction and reality ~ and
this border must he crossed.

I the shotw stars in fiction, its objective is to become integrated into reality,
into life.

Now, when so many certainties have become so many doubts, when so many
dreams have swithered on exposure to sunlight and so many hopes have become
as many deceptions - now that we are living through times and situations of great
perplexity, tull of doubts and uncertainties, now more thao ever ] believe it is time
for a theatve which, at its best, will ask the right questions at the right times. Let
us be democratic and ask our audiences to tel] us their desires, and let us show
them alternatives. Let us hope that ene day — please, not 100 far in the future
- we'll be able to convince or force our governments, our leaders, 10 de the
sanre: to ask their audiences — us — what they should do, 50 as to make this world
a place 1o live and be happy in - ves, itis possible - rather than just a vast market
in which we sell our goods and our souls.

Let’s hope.

Let's work for it

6 FIRST EXPERIENCES WITH INVISIBLE
THEATRE

One point must be clearly understood: Invisible Theatre is theatre; it muast have
a text with a scripted core, which witl inevitably be modified, according to the
circumstances, to suit the interventions of the spect-actors.

The chosen sabject must be an issue of burning importance, something known
10 be a matter of profound and genuine concern for the future spect-actors. From
that starting point, a small play is constructed. The actors must play their parts as
if they were playing in a wraditional theatre, for a waditional audience. However,
whei the play is ready, it will be performed in a place which is not a theatre and
for an audience which is not an audience. In the course of our European expe-
rences, we did shows in the Paris Métro, in ferry boats, in the restaurants and
streets of Stockholin, and even on a stage in a theatre where a conference was
laking place.

Irepeat again: in the Invisible Theatre, the actors must perform just like real

actors; that is, they must live.

Examples of Invisible Theatre

1 Sexual harassment

This invisible play was performed three times in the Métro in Paris, on the

Vincennes-Neuilly line. Our chosen theatre was always the last carriage before

the first-class section {which existed in those days), in the middie of the train.



