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WHAT IS THEATRE OF THE OPPRESSED?
Theatre of Oppressed are all techniques, performances and tools developed by Augusto Boal to promote social
and political change by inviting audience to become active participants of the piece and to explore, show,
analyse and transform the reality of the performance. By doing so, spect-actors will be able to recognise, analyse
and transform their realities.

TYPES OF THEATRE OF THE OPPRESSED PERFORMANCES

There're different  types  of  performances  that  can be develop by using Theatre of  the Oppressed exercises.
Remember that the performatic part of this techniques it is just another way to start discussion and, with some
groups might not be the most effective one. A well facilitated exercise can lead to a better debate than the best
of the performance. So, you don't need to push your participants into the performative aspect unless they're
ready.

• Image Theatre: Type of performance where images of power are created and spect-actors talk about
them and interfere to change oppressions they see.

• Forum Theatre: Type of performance where a short theatrical piece is performed and spect-actors can
step in, to change some of the characters reactions in order to stop the oppression they've seen.

• Invisble Theatre: Type of performance, usually in public spaces, where the audience don't know that
what they see is a rehearsed piece.

• Legislative Theatre: Type of performance to test how a law can affect specific groups of people in their
daily basis.

KEYWORDS OF T.O.
• SIMPATHY/EMPATHY: Although Augusto Boal is stating it the other way round in his books I rather

explain it this way: Sim-pathy comes from Sim (same) pathy (feeling). Em-pathy comes from Em(in)
pathy (feeling). The aim of T.O. is to make a change in each person when they face a conflict, to move
from simpathy to empathy. Augusto Boal believes that by just attending to a show or by watcing a
movie or by witnessing an injustice we might develop simpathy and feel pity, sorry, sad,... about the
situation we have just seen or lived. So he is proposing to empower individuals to intervene in the
conflicts to develop empathy as a necessary step to make a change in real life.

• OPPRESSED: An oppressed is a person that receives the oppression and doesn't feel comfortable
with that.  Do  not  confound  with  victim.  A  victim  is  someone  that  accepts  the  oppression  as
something “normal” and “natural”, “the way things are”. A victim might even consider that the
principal cause of the  oppression  is  him/her/themselve.  An  oppressed  doesn't  want  this
oppression although might not have tools to change it.

• OPPRESSION: An oppression is every unbalanced situation of power. Even if the oppression doesn't
show up with specific oppresive actions, the oppression exist. There can be individual oppression, or
group oppressions but all individual oppression has a mirror in a bigger social frame. Although some
of the later books of Augusto Boal (specially the rainbow of desire) my talk about therapeutic issues
and  more  of  mental  oppressions,  T.O.  is  aimed  to  work  around social  issues,  not  personal  or
therapeutic ones. Usually, we will  experience in our group that finding a positive response to the
oppression (or  just  sharing  it)  might  be  therapeutic  for  the  oppressed  but  this  is  not  the  final
objective of theatre of the oppressed. We need to work in a macro level although we might be talking
about micro oppressions.

• AGRESSION: We need to distinguish the difference between oppression and agression. An agression is
a situation where the victim cannot really scape from the fatality. Agressions cannot be solved or
using T.O. An example of an agression would be the murderer of people in gas chambers from nazi
Regime. Is it an oppression? Yes, jews and other minorities were oppressed by the nazis. But the
specific moment of entering the gas chamber cannot be performed in T.O. because there's no scape
for that. The same with a physical agression to a women, in a house when she is alone, by her



husband. We can work on the oppression before or what can she do afterwards, but once he is
beating her, what can she do?

• JOKER: In some of the techniques of T.O. the figure of the joker is necessary. The joker is a person
that facilitates a session of Theatre Forum or Image Theatre where a reflection and analysis is
needed. The role of a joker is to become a neutral party of the performance, the joker can never
express a personal opinion and needs to raise questions to the audience to provoke reactions and
talks about the conflict. They are also the ones in charge to empower the audience to stand up and
participate.

• SOLUTIONS: Keep in mind that in most of cases there is no final solution for conflict resolution. As
we said during our trianing, the aim of T.O. is not to find solutions to all problems and oppressions
of our times (because that utopia will for sure create new unbalanced situations of power and so,
new  oppressions),  but  to  empower individuals to develop critical thinking and to help them
recognise oppressions in their lifes.

• OPPRESSOR: Sometimes our participants might tend to think that oppressors are evil and people
with no feelings whatsoever. It is good to consider that all types of oppressions have a mirror in a
bigger scale unbalanced situation of power. Therefore, all of us as individuals have been in the role
of  oppressors,  oppressed,  allies  or  witnesses  at  some  point  in  our  lifes.  For  example:  me  as
european, white, cisgender, man I have privileges than other people might not have. This might
lead to an unbalanced situation of power in some situations. If  I  don't know that I have those
privileges, I might be acting in an oppressive way to other people without noticing. That's why it is
so important that oppressors also join T.O. performances too, in order to understand their role in
some specific social situations. To help in this reflection we shared this image that shows different
types of discriminations and what does it mean to be privileged or oppressed in each one. Consider
that an oppressor or oppressed it is not something static, it is just a situation that, with knowledge
and empathy can be changed.



WHERE TO FIND MORE INFORMATION ABOUT T.O.
• Wikipedia: https://en.wikipedia.org/wiki/Theatre_of_the_Oppressed  

• Augusto Boal books:

• Theatre of the Oppressed:  https://revolutionary-socialism.com/wp-
content/uploads/2015/05/Augusto-Boal-Theatre-of-the-Oppressed-
20081.pdf

• Games  for  actors  and  non-actors: http://www.deepfun.com/wp-
content/uploads/2010/06/Games-for-actors-and-non-  
actors...Augusto-  

HOW TO DEVISE A PIECE OF FORUM THEATRE (WHAT DID WE DO)
This are just guidelines of the process that you can use, but as you have seen during the workshop, we have used
other activities to create and to facilitate the process. Feel free to use any activity that you will find in Augusto
Boal's books, any that we have tried during the workshop or any that might come to your mind to ease the
process for your group. The basic idea is that you can actually use or change any of the activities to achieve your
goals in each sessions and, at the same time, to help in the development of your participants. Also, remember
that we were discussing about some “rules” of T.O. like if it was allowed to change the gender of the characters
or if  we should stage real  stories  from participants  or if  the oppressed should perform only  the oppressed
character in the piece. Well, there are no final answers to these questions, what is important is not how you do it
but why you do it in this or that way. Ask questions to yourself all the time about why I am doing this in this
manner or why should I try in another way. If you do not know the answer, then try to do it differently and, by
trying the answer will appear. Augusto Boal share with us books and exercises but those  are not dogmas and his
books are not the Bible. You know much better than him what does your group need and how you are going to
work with them to change something. If possible, we would love to hear how it goes with you and that you refer
our organisation as we did during the worksop talking about games learned from Augusto Boal, Anna Galligan
and Peter Hussey references, for example. Good luck!

GENERAL STRUCTURE

We can divide the work that we did in four main parts. This can also be applied to a non experienced group of
people willing to devise a Forum Theatre piece. No need to say that, if the group is experienced in acting, know
each other for a long time or have practiced Forum Theatre before, time for bonding or creativity will not need to
be very long. As much as your group need. Don't rush.

– 1st part: BONDING. In which we try to make connections and establish news links amongst participants in the
group and also, having a common understanding of how Theatre of the Oppressed looks like.

– 2nd part: CREATIVITY. In which we explore ways of expression further than spoken words.

– 3rd part: DEVISING. In which we share and choose oppressions and start to put them on stage.

– 4th part: FORUM. In which the Joker role appear and actors practice different audience response to the piece.

BONDING

We did some of the following getting-to-know-each-other and warm up exercises during our training in different
days:

• Side to side: We used the exercise because we were a group that didn't meet before and we wanted to
learn more about our background and experience. Also about how we would like to work. This game
works by saying an statement and participants have to move to one or other side of the room. For
example: “I feel comfortable being alone” and poiting to one side of the room and “I feel uncomfortable
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being alone” and pointing to the other side of the room. After this, all participants move to one or other
side and can start a conversation to share why they have move to that position. I personally prefer not to
give the option of steping in the center to encourage decision making and so, debate.

• Walking numbers: Ask the grup to walk around the room. Tell them that you will be saying some number
from zero to five. Zero means to stop. One means to walk forward. Two means to walk backwards. These
three numbers are the basic foundations of the exercise and from these you can add the rest of the
numbers that are complementary. Three means to touch the floor. So if you said one and participants
are walking forward and you say three, participants will touch the floor and continue walking forward.
Four means to clap hands. Five means to jump. Of course you can add, change or delete any of those
rules to make it as you like it.

• The fans: This exercise helped us to increase individual confidence and to ease group dynamics.  All
participants but one are standing in one side of the room and one person stands in the opposite side.
The idea of the game is that the group of people recognise the person standing in front of them as
someone famous and start screaming at him/her/them and begging to come closer. The person standing
might like the idea but is not really convinced about it so delays the moment to approach the others.
This will make the group of fans to shout even louder and clap their hands in a way to convince the
famous person to come to them. Of course at the end, the protagonist will happily meet his/her/their
new friends and celebrate this new friendship.

• Yeeha: This is a circle warm up. Participants are standing in a circle and one starts ther game by saying
“Yeeha” like a cowboy and waving his/her/their arm to the closest person left or right like passing the
wave. The idea is to pass the wave around in one direction. You can also block that wave by raising you
arms in the air and shout “Boom” when the wave arrive to you. Then the wave will move in the opposite
direction. Another thing that you can do is to place your hands in front of your face and place your
fingers like you're wearing glasses and at the same time you say “Titirití”. This means that the wave will
jump the next person and continue in the same direction. Another action you can add is, when the wave
arrive to you, point to the center of the circle and say “throw”, then the wave is in the center and anyone
in the circle can take it by saying “catch” and continue passing the wave in any direction. There are
several different actions you can add to this game to make it more challenging, creative or funny. We
invented  the  idea  of  shouting  out  loud  “Antonio!”  and  remaking  the  circle  when  the  energy  was
dropping or to clap hands when someone was making a mistake.

• Clap, clap: Ask participants to form circle. You will pass a clap to the person next to you. The way to do it
is to make eye contact and to clap at the same time. For examble: person number 1 turns and passes the
clap to person number 2 who is at his/her/their right. They both clap at the same time facing each other.
After that, person number 2 turns to his/her/their right and passes the clap to person number 3 by
claping both of them at the same time. Make sure everybody understand that idea of claping at the
same time when passing the clap to the other person. Play it for a while like this. Next step of the game
is when the clap arrives, anyone can decide not to turn but to give back the clap to the previous who had
it before. To do this, for example, basically person number 3 who just clapped with person number 2 at
the same time, instead of turning to person number 4 at his/her/their right, will continue facing person
number 2 and clap again together. So it works like a clap-clap. The person number 2 will turn and face
person number 1 to clap together. Like this the clapping can change directions. Also, play it for a while.
Last step of the game is that clapping can also be passed to any person in the circle, just by making eye
contact before the clapping to make sure your partner will clap at the same time. This last step means
that the clap can arrive to you at any time, so encourage participants to commit to the rithym and be
ready.

• Columbian Hypnosis: This  exercise  can be  used  for  many  purposes  just  by  changing  the focus  and
context of work. We just used it to warm up and start connecting with each other. But as we have
shared, it can talk about oppressions, manipulation, metaphores, caring, comfort, etc. It works in pairs.
One person place his/her/their hand in front of another person's face. At about 20 to 50 cm distance.
The leader will guide the follower using the hand in front of the face. The idea is to move around the
space and explore which type of movements can we make. At some point ask partners to change roles.
Next step would be to connect with other partners making trios and becoming leader and follower at
the same time.



• Zip, zap, boing: Another circle warm-up and energiser. One person in the group passes a clap to the
person next to him/her/them and, at the same time, says “Zip”. Now, the following person does the
same and the “zip” is moving around the circle for a while. After that, you can introduce the “zap” which
means to pass the clap across. You can pass the clap saying “zap” to anyone but the two people at your
sides. Practice the “zip”, “zap” for a while before introducing the “boing”. “Boing” is like a rebound. Any
person receiving a “zip” or a “zap” can shout “boing” and open their arms. This means that the “Zip” or
“zap” is back to the previous person. Apart from that, you can introduce different rules and variations of
the game like we did: when someone was making a mistake everybody should clap their hands and
change positions in the circle.

• Sticky Omelette: We used it as an energiser but it was also useful to start a chat about the roles and
attitudes of oppressors and oppressed. And the uprising feeling of resistance in both roles. In pairs. One
person lay down and the other sits close-by. The person sitting is the cook and starts a gentle massage to
the “omelette” that is laying down on the floor. At some point during the exercise, the cook can roll the
omelette so that chest is facing the floor or otherwise. During the firsts rolls, the omelette allows to be
moved by the cook and offers no resistance. After a while, give the option to the omelettes to resist
being turned. They can do so by stickying their bodies to the floor. No violence or movement is allowed
to the omelettes. Just passive resistance. Some of the omelettes will be turned easily and some not. Tell
to cooks that have succeeded in turning their omelettes that they have the chance, if they want, to help
other cooks.

• Shake: T.O. can be quite intense for those ones performing it. We are working with real feelings and
staging real  stories.  This  might lead some of  the performers  to experience very  heavy feelings and
empathy for some characters. We need to clarify that this is just a way to work in the development and
devising of our piece. That is why, we did the shaking exercise at the end. It feels like cleaning the weight
of all what we've done during the devising process. It works individually first by shaking our bodies like a
wet dog. After that, allow participants to “brush” their and other people's bodies in other to take away
all negative feelings. You can do this exercise with a fast-paced music. Allow participants to move around
the room and scream and shout and let it all out!

CREATIVITY

We did some of the following exercises to encourage and share different ways of expressing ideas, feelings and
thoughts that will be useful for devising exercises. Thoughout the whole training we did:

• Huggy bear & Knife and fork: Ask participants to walk around the room. Tell  them you will  call  any
number. This number means the amount of people in each group. For example: if you call number 4, this
means that participants have to create groups with four participants each. Ask them to commit to this
task and, of course, betrayals are allowed...  Some participants may struggle once it  comes to create
groups, this exercise works very well to create groups as fast as possible and not to think too much
about it.  Second layer of the exercise is when, after calling out a number, you name something. For
example: 2,  plate of spaghettis.  This means that in groups of two people each, participants have to
create with their bodies a plate of spaghettis. Try to encourage fast decision making by asking them to
decide the best picture with no verbal communication. I recommend you to start with letters (A, C,...),
shapes (circle, triangle,...), and to continue with objects (knife, car,...), objects in different contexts (new
mountain boots, mountain boots after a long hike) and to finish with abstract options (love, hell,...)

• Puppets: Participants are in pairs, one of them have the role of the puppet and the other the role of
puppeteer.  The puppeteer  takes  the puppet hand and moves it  around.  The idea is  that,  once the
puppeteer  is  not  manipulating  the  puppet,  the  puppet  should  come  back  to  the  neutral  standing
position. The puppeteer gently moves other parts of the puppet and can also start some movement
around the room. The puppeteer commits to the movement and can use other parts of his/her/their
body to interact with the puppet. There can be pulling, pushing, shaking, gentle movements, etc. Think
about different levels of movement (low, medium, high). As a facilitator you can play some music to ease
the process of movement to some groups, but encourage participants not to dance and to move in
abstract ways. After that, swap roles. The puppet becomes the puppeteer. Once participants have tried
both roles, you can add the following layer to the exercise: ask puppets to choose a specific moment
where they will resist the movement. They will  do so by freezing. When this occurs, puppeteers will



increase  the  pression  to  the  specific  part  that  they  want  to  move.  The  pressure  should  increase
constantly until resistance starts to vanish and the movement continues. Swap roles again. After trying
that for a while in both roles, the next layer of the exercise can be like this: puppets have their eyes
closed and  puppeteers  move them around like  we  did  before.  Some resistance can appear  on  the
puppets  and  puppeteers  might  fight  them  by  increasing  the  pressure  until  they  can  continue  the
movement, but the difference now is that at some point the resistance won't dissapear and puppets will
open their eyes and look at puppeteer eyes. The puppeteer closes his/her/their eyes and becomes the
puppet and the puppet becomes the puppeteer. This should be done with a 100% resistance from both
sides in a static frozen image. Roles can be change several times during this layer of the exercise. Last
layer that we added was to play this game both participants with eyes open in the same way and also
raising awareness of the still images we can create through resistance. Play it for a while and then you
can stop the game and discuss some of the images that have been created. Who are those characters?
Where are they? What is going on? Who has more power? How can we change it? We chatted about
roles of power, oppression, resistance, dignity,...  only by looking to some of the abstract images we
created.

• Scenario images: Participants form a circle as big as possible. The inner part of the circle will  be our
performing  space.  Facilitator  calls  out  an  object,  scenario,  emotion,...  Any  word  that  can  trigger
creativity.  For  example:  “A  person's  head”.  Right  after  participants  step  in  one  by  one  and  place
themselves in a frozen position while saying what is their role in the picture. For example: “I'm the hair”,
“I'm  the  dandruf”,  “I'm  the  person's  thoughts”...  Everything  is  allowed  and  all  ideas  are  great.
Participants can enter with new ideas or complement someone else's idea. For example: “I'm the ear”
and  next  person  “I'm  the  ear's  piercing”.
Another variation of this game is called “telescope images”. The flow is exactly the same as the basic
game but participants are obliged to complement the previous person idea. For example: The word is
“school”. First participant says: “I'm a boy in the school”, second participant: “I'm the boy's backpack”,
third participant: “I'm the breakfast inside the backpack”, next participant: “I'm the apple for breakfast”,
next  participant:  “I'm  the  worm  inside  the  apple”,...
By changing the context of this exercise we can also start talking about power images and start a debate.
For  example:  The  facilitator  calls  “School”  as  the  title  of  the picture  and  at  some point  on of  the
participants freezes and says “I'm the bullie”. You can ask all participants to step out and just talk about
this bullying image, or say as a title for next image “Bullying”, etc. The important thing when facilitating
this types of exercices is not to move to fast and try to squeeze everything that a single exercise can give
to you by being attentive to what is happening or by changing a specific context of focus of the game.

• Image director: Ask for one volunteer. This person will be the director of the picture. His/her/their task
will consist in creating a tableaux after listening to the title that the facilitator will provide. After the title
has being given, the director will have some seconds to imagine the picture. When he/she/they is ready
can  start  calling  participant  one  by  one  and  show  them  how  to  freeze  so  that  they  become  the
characters of his/her/their tableaux. It is interesting to set some time limit in this exercise in order to
commit to the creation process and make it more intuitive than mental. You can start giving any type of
concrete title and after some rounds try to get more abstract. For example: starting with “a wedding”
and finishing with “isolation” or “black” or “transparency” or “sorrow”. After the image is created, the
rest of the participants who were not selected to become the image can try to guess what the title was.
As a facilitator is interesting to gather all this opinions. The important thing is not if the image is great or
if  participants  can guess  the meaning at  first  round.  The  main  focus  here  is  how we can transmit
thoughts  and  interpret  them  using  body  language.  Is  a  way  to  express  ideas  with  no  verbal
communication involve on stage and also to trigger some thoughts and dialog about an specific topic.

DEVISING

When the group is ready, you can start the devising process by following the next steps:

• Type of discrimination: Have a conversation about which type of discrimination your participants would
like to talk about. This can be done using previous exercises where this type of discriminations are core
in discussions, by a conversation with all the group, or maybe the facilitator can propose the topic of the
devised piece.



• The weight: Since it is very important that the scenes that we put on stage come from real oppressive
experiences by the participants. Our performers might have experienced this oppression in several roles
(oppressor, oppressed or witness). I found more interesting when participants are explaining their own
oppressions, but if that don't happen you can allow them to tell experiences that they have lived as
oppressors, allies or witnesses too. To help in the reflection of personal stories for the creation of pieces
from a real and no stereotypical situation, ask the partcipants to pair and one person to lay on the floor
facing the ground. Ask him/her/them to remember one situation when he/she/they felt oppressed. It
can be any type story, or if you're working on a specific topic. For example: if you want to devise around
sexual  harrasment against  women or  racism, you can ask them to think about an specific  situation
around this topic. Once she/he/they has thought about which story, he/she/they will let it know to the
partner by tapping the floor. At this sign, the other person will place his/her/their hands on the laying
down person's back, between the shoulder, behind the chest. Ask them not to use all their weight but to
feel  the  other  person  needs.  It  is  necessary  that  the  person  laying  on  the  floor  feels  a  physical
oppression  that  makes  difficult  to  breathe but  not  impossible.  It  should  be  uncomfortable  but  not
painful.  The physical  oppression  has  a  reflection  on the personal  oppressive  experience.  While  the
physical oppression is going on, ask the oppressed to remember and feel the details of that situation.
Ask him/her/them to focus on the roles of the people involved and on the way he/she/they felt. Once
the participant is ready to let the oppression go away she/he/they will tap againg. The partner will then
slowly slide hands to one side releasing the pressure of the chest. After that, change roles. No time limit
for this, encourage them to take their time.

• Sharing oppressions: Ask participants to join in groups. Better if the groups are not bigger than 6 or 7
people because this  working groups will  be  the ones  that  will  devise  the piece and the bigger  the
number of each group, the less involved they will be in the devised process or the more complicated the
piece will be. Ask them to form a circle and to close their eyes and breathe. Propose them to share the
story to the rest of the group with eyes closed. The silence and eyes closed give some kind of protection
and safe space. You can walk around different groups or listen how is the flow and ask them to raise
their hands if they still feel like explaining the stories or not. This should be done still with eyes closed. A
recommendation the facilitator is that, even if everybody says in the beggining that don't want to share
a story, wait a little bit, since they don't know if the others want to share it or not. Silence can also make
them feel in need to start sharing it. This is a tricky moment. It is not easy to share the oppressions,
participants  need  to  feel  in  a  safe  space  and  not  to  feel  obliged  to  share  it.  Give  them  time,
understanding and respect. If after a long time in silence, nobody broke the ice, you can reconsider if the
group is ready or they need more bonding, confidence or a different type of strategy to share it. Maybe
to share the experience only with his/her/their pairs or maybe writing it down anonimously. Whatever
can work. We just need those stories to start from somewhere. When someone is ready to share the
story, the way to start will be by saying “me”. When that word is said, everybody opens their eyes and
listen  actively  but  in  silence.  Although  some  emotions  might  arise,  remind  your  participants  that
everything  is  okay  and  to  remain  calm  as  listeners  and  just  listen  unless  the  other  person  who is
explaining asks for some type of support. When the person finishes the explanation, the rest of the
group say “thank you” and closes their eyes again waiting for the next story. No questions are ask, no
further discussion.

• Choosing story: Once the group has shared stories (only the ones who wanted), ask the group to choose
one  story.  The  reasons  why  to  choose  one  story  or  another  are  many  and  all  good:  because  the
oppression is still going on and it will be a good thing for the oppressed to work on that story, because
the story has some ressonance with other participants's story (universal story), because it is very clear
for the participants to identidy the characters of the piece, because the majority of the participants
would  like  to  investigate  about  the  topic,  because  the  argument  of  the  story  is  easy,  because  the
oppressed doesn't mind that his/her/their story will be presented,... The idea is to choose the story that
they will present and that the oppressed agrees that can be presented. The devising process could be
finished here and start the forum from the storytelling. If you feel like doing this, you can proceed by
asking to the rest of participants what would they do in this story and start creating scenes from their
proposals. Eg: the story is about sexism at work and about how all collegues of the oppressed were
intimidating and harrasing her because she was a woman. You can just start performing the specific
scene when this is happening and use the oppressed as director asking if this happened this or that way.
But in our training we didn't stop here and the devising process continued to present a scene, so we did



as follows.

• Catarsis  image:  Once  the  story  is  chosen,  ask  the  protagonist  to  create  a  climax  picture  of  the
oppression. An image of the catarsis: it can be like the poster that summarizes all the story. Propose to
use his/her/their colleagues as the rest of the characters and to give them a role. Just like the exercise
“director of the picture”. In this moment some doubts might appear in relation to the real story and how
to stage it. It is necessary to clarify that we're just using the real story to avoid stereotypes and build
something real from real reactions, but from the moment we have started to devise a performative
piece, the story is not the real one anymore. We move from the micro frame of the protagonist to the
macro frame of a social discrimination. The characters might act different, there might be a different
number of characters involved,... Emphasize that the story needs to be coherent and that the behaviour
of the characters too but we don't need to copy the exact actions of the story that we just heard. It is
just a starting point.

• Roles of power: Once the catarsis image has been created, ask the actors to show it and freeze in the
position. The oppressed should perform him/herself (but as we have discuss this can vary if you prefer).
This exercise is to clarify the roles of each character in the scene. Tap on a character shoulder and ask
him/her/them what is his/her/their power in the scene from 1 to 5. 1 means no power and 5 all power.
Repeat this  action with  all  characters.  The oppressed will  obviously  be the lowest  number  and the
oppressor the highest number. The rest are witness or allies of one or another side. If you think that
some  characters  are  not  clear  enough  you  can  also  ask  other  actors  how  do  they  see  the  other
characters related to their own, this helps clarifying the status and role of each character.

• Creating other images: The creation process continues by creating all necessary pictures of the story.
Manage this process how you would like. I personally like to create from the catarsis picture and move to
one picture back that show what happened just before, running the story backwards. And another and
another picture till the beginning of the story, creating as many pictures as we want. Once all pictures
are created, ask your participants to play them like in a stop motion movie, just moving from picture 1 to
2 and so on. You may help them by clapping hands to move from one picture to another. This process
helps to clarify the actions that actors will perform and which type of movement leads to another when
building up the character. Try to repeat the whole process several times until all actors are familiar with
each picture. Once the pictures are created you could also finish the devising process here and perform
a piece of image theatre to start the forum with the spect-actors. The structure is the same but you
might need to use some techniques  above explained or others that you might find in Augusto Boal's
books to facilitate the sessions.

• Thought, dialog, action: After the physical movements have been repeated, some performers might have
an understanding of their  character.  Now is time to move deeper into this understanding.  It  is  very
important that each actor try to understand what move his/her/their character to act like this. We need
to explore the character's behaviour, his/her/their fears, dreams, wishes and movements. This exercise
can  be  used  in  performance  to  help  the  audience  to  understand  the  thoughts  of  a  character  and
emphatise  better  with  him/her/them.  But  we  have  used  it  in  devising  to  help  actors  in  their
performance. Ask the actors to play all images from the beginning to the end. On each image they need
to freeze until further indications. When actors are frozen in the position, the facilitator touches one or
more character's shoulder. As long as the facilitator's hand is placed in the characters shoulder, that
character should speak constantly with no stops, sharing his/her/their thoughts being in this position.
During the whole process, characters should not move any single muscle, they have to remain frozen. If
an actor doesn't know what else to say, encourage them to repeat the same word in loop or even to say
“I don't know what else to say, I don't know what else to say, I don't know what...” until next idea pops
into his/her/their brain. Run all images doing this exercise. Next step is to run again all images but this
time, characters can adress to other characters directly. This can be done in the same way they've been
talking before but looking into the other character's eyes. A short dialog can be improvised, but not
longer that two or three lines. After that, characters return to their loud inner monologue. Do the same
for every picture. The last step of this exercise is to run all pictures again but now actors can move their
bodies to another position they would like to move. They do this by talking the inner monologue, dialog
or just by moving. After that moving and staying there for a couple of seconds, they go back to the first
position in the picture. Do this for all the pictures.

• Alive images: The previous exercise, gave us a hint of the character'ss thoughts, what they would like to



say to other characters and also how they would like to move. Now is time to connect all pictures and
make the whole scene come true. Let the actors create and run what is happening between pictures.
They will devise the final scene now with no frozen pictures. They go from the beginning to an ending.

• Stop and think: After the piece is devised you can use this exercise. It is quite similar to the previous one
but with some differences. While actors are performing the scene, the facilitator can say “Stop!”, and
the actors will freeze. The facilitator will then move to one of the characters, tap his/her/their sholder
and say “Think!”. The character then will say the first thing that comes to his/her/their mind. The main
difference is that the character can move to a more comfortable position and don't need to be frozen.
The  other  main  different  is  that  the  facilitator  can  ask  questions  to  interfere  with  the  character's
thoughts  and  believes.  This  exercise  can  be  used  during  the  performance  to  give  some  relevant
information to the audience about an specific character. Another way to do this exercise is to say “Think”
without tapping anyone, this means that all  characters will talk at the same time about their feelings.
Encorauge them to do it without stop to diconnect from intellectual intervention.

• Confession: This exercise is usually used in the same way the we used the last one. It helps to clarify the
character's intentions and also to go deeper in the understanding of the whole conflict. As well as the
last one, it can be used as one of the devising exercises or as a game during performance. It works like
this:  while actors  are performing the scene the facilitator can stop at  any time and ask one of  the
characters to confess. In this moment, the character will step forward facing the audience and, breaking
the fourth wall, will start a conversation with them about how she/he/they feel and why is he/she/they
acting in the way they see. Some questions can be raised but with not a lot of intervention. It shouldn't
be a long interview since for that we have the next exercise.

• Hot chair: Like the last ones, this game can be used both during the creation to help the actors to
understand the character better and/or during the show to make the audience understand the character
better. In the first option, the questions raised to the character will be related more about his/her/their
background, interests and personality and in the second option the questions should be more related to
the emotions, feelings and reasons of the character in the specific moment of the action. The flow of the
exercise goes like this: place a chair in the center of the room and ask one character to sit on the chair.
You should be very cautious that the person who is sitting on the chair is the character, if at any moment
of the game, the actor arises (by laughing or being exagerated, stereotypical, etc) you should stop the
questions and ask the person to stand up and walk away from the chair, explain why you stopped the
game and whenever the performer is ready again, ask her/him/them to sit down again. The aim of the
exercise is to interview the character to know more things about him/her/them. You can start the round
of questions and at some point ask the character if its fine if the other people can ask questions too.
Attention! Avoid quizz or tricky questions like age, surname or biographic stuff, this is not an exam or a
test to see how good the performer can answer those questions. The other actors or spect-actors should
ask questions to help the person that is sitting on the chair understand better different aspects of the
character. Another thing is that you as facilitator should be the first person to believe in the magic of
acting, so if the person sitting down on the chair feels uncomfortable or doesn't want to answer, you
should respect that like you would respect it if you would really have that person sitting in front of you.
So you can talk to the character and say that it is ok to feel uncomfortable and not to answer some
questions. In the same way, try to avoid questions that creates a negative judgement to the character. If
you recognise that this is happening, ask the character if he/she/they is feeling a bit uncomfortable
about the questions. The character is there to answer questions and not to be judged or  receive any
lesson. Sometimes it happens that characters will try to talk only about the story that we are performing
but the characters are much more than this. They have other things in life: they love, they hate, they
laugh and cry. Try to move the conversation and questions during the devising process to places where
the character still doesn't know that he/she/they can be. For example: if the character is affected by
everything  that  is  happening  during  the  scene  and  shows  only  sadness  and  negative  physical
movements, ask the character if he/she/they could explain a joke or something very funny, or ask to
stand up and dance or sing, or to move around the room, etc.

• Chinese  dilemma:  When  we  know  deeply  our  character  thoughts,  ideas,  beliefs,  values,  fears  and
dreams. We are ready to start thinking about the performance. The chinese dilemma is something that
Augusto Boal named and talks about a moment in the scene where a character doubts about doing
something or something else. This behaviour is very human, nothing is never black or white. Perfomers
should look for this moments throughout the scene because in this moments the audience will have a



clear invitation to stand up and try to do what the character hasn't done. For example: in a classroom
someone is bullying someone else and one of the witnesses raises his/her/their hand to talk to the
teacher but when the teacher comes, that character decides not to say anything because he/she/they is
affraid of the bullies too. This is a chinese dilemma. Ask performers to discuss where chinese dilemmas
can be found in scene and where can they add more.

GENERAL MUST DO (OR MAYBE NOT) IDEAS FOR THE DEVISING

Some advices during the creation of the piece are:

1- Look for opportunities: what we just said. Augusto Boal calls it chinese dilemma. Try to find moments during
the story that audience might like to intervene. Characters that could have done something different or doubting
between two options.  Remember everything doesn't need to be black or white in grey colour you will  find
opportunities.

2- Be clear: we are not here to create Hamlet. The argument should be easy and understandable. Clear actions
and characters. Try to avoid phsicological dramas. If the audience don't understand the story, do not expect them
to participate.

3- Encourage the actors: some of your participants might tell you that their stories are not strong enough, that
their oppressions weren't that big. Ignore that, we use to pity more other people that our own oppressions. They
will realise that the story they have explain is universal when they will  share it. Most of the oppressions are
invisble or micro-oppressions and are also the most difficult to detect and so to resist.

4- The catarsis is the end: the oppression should be also very clear and will get us to the final of the show. You
could stage different small oppressions but always finish with the big one, the one you want to talk about, and
don't try to perform anything else after that. For example, in a piece talking about bullying, the main goal is to try
to make a change and to reconigse how bullying works in order to stop it. So, if at the end of the piece, after the
climax finished, you add another scene about the character being alone in his/her/their room after being bullied
and crying, this scene will not help the audience to step in and participate. They will develop simpathy for the
character but they won't be able to jump in that scene to change anything.

5- Are props needed?: every object you place on stage or every small object you pantomime will add difficulty for
the audience  to  understand  and so,  to  participate  later.  If  you're  pantomiming a  door  and  the spect-actor
doesn't, that will destroy the magic. T.O. is a poor theatre, so if you want to use any props ask yourself a quesion:
is this object essential for the show?

6-  Gender, ethnics, age: the idea is that actors can perform all types of characters but bear in mind that the
situation should be clear. So if you're performing a piece with actors performing more than one character or
performing someone that is not his/her/their age, will be more difficult for the audience to understand. I'm not
saying that  you cannot do it,  but  consider if  the gender, ethnics  or age of the character is  relevant for the
compehension of the piece. If so, try to choose actors with the same characteristiques than your character. If not
possible, then say at the beginning of each scene the information that audience will need in order to understand
the scene. Don't worry abot breaking the fourth wall in this moment: “I'm a performing now a seven years old
kid, we're in a school, half an hour later than the previous scene.”

FORUM PRACTICE
Practice the piece several times with the actors so that they have it clear and feel comfortable and coherent with
their actions. After performing it some times, try the improvisation part when one person from the audience is
changing one character. Keep in mind that you don't know what the spect-actor will propose but at least they will
be ready for everything. The role of the actors should be accepting the proposal but, always according to the
nature of their characters, have some resistance to the solution. Not to make it impossible (this might create
some  frustation)  but  to  make  it  challenging  (like  in  real  life  would  be).  Remind  them  the  golden  rule  of
improvisation: Always Yes!: Any information that is not given can be said after, and you have to follow that.
Example on what shouldn't be done: Two characters (A and B). A: How could you do that? You're my sister. B: No,
I am not your sister. A: Yes, you're. B: No, I am not.

You will find more information in the liks of Augusto Boal's books but there are some key points that you would



like to follow to succeed in your Forum Theatre Session.

STRUCTURE OF A FORUM THEATRE SESSION

1- Welcome and audience warm-up

2- Explanation of what are they going to see

3- First run of the performance

4- Questions about the piece: Was it clear? Did you understand? What happened? Has anybody seen this in real
life? What would you do?, etc.

5- Explanation of how to intervene in the piece: at any moment the audience can say stop when they see an
oppression

6- Second run of the piece with possibility of stopping

7- When there's a stop, intervention of the spect-actor and representation with the new proposal.

8- Grate the participation and the proposal and discussion: Did that proposal work? What has he/she/they done?
What happened? Why it worked or didn't? Would you have done the same?, etc.

9- Continue the play or repeat it with other proposals as many times as the spect-actors wants.

10- Closing the session, shaking off the character's and saying thanks for the participation.

JOKER (CURINGA)

The  joker  is  a  member  of  the  Forum  company,  leads  the  discussion  with  the  audience  and  facilitates  the
interaction between audience and actors. The joker needs to understand that the aim of all the forum is not to
discover the ideal solution, but to encourage the audience to analyse the situation and to try out strategies for
countering oppression. How to do that?

1- Do not confront personal opinions with the audience nor decide anything that's right or wrong.

2- Have a positive and grateful energy throughout the whole session.

3- Perform a dummie/kid behaviour. You do not know anything, but you want to know everything.

4- Ask questions: What do you mean? You meant this? Did that work? What can we do? What happened? Do you
agree? Does anyone think that can be done differently? Is this happening?

5- Position yourself between the spect-actors and the actors, you're the bridge.

6- Always understand that without the audience the forum is not possible. Make them feel very comfortable.

7- Listen to all ideas, words and proposals and try to get more discussion from something someone might have
said, even if it's not from the main topic.

Another work that the joker does is to conduct the session. They are the ones to propose the warm up games
and the closing/cleaning the session.  The last but not least action that joker performs is somewhat like the
referee of the performance or if your audience is not really willing to stand up to perform a character you may
try different techniques like: image theatre, stop and think or the hot chair to make them involve.

Appart  from that,  they are the only  ones in charge to ask the actors  and spect-actors  to  start  or  stop the
representation. How and when to do it?

1- When the proposal is messy and chaotic or not understandable. (you may refer this and give another chance)

2- When there is an agression or real physical danger for actors or spect-actors. (you may propose to do it in slow
motion)

3- When a magical solution is proposed. Eg: in a piece where someone is excluded because he cannot walk and
the proposed solution is that one of the characters actually found a cure and the oppressed can walk again.

4- When changing the nature of the character or the action is being stereotypical.



5- When the possible solution has arrived to the end of the action.

WHICH CHARACTERS CAN BE CHANGED?

There's  no final  answer to the question.  Again you might need to find the answer by yourself  trying to be
coherent. We recommend you to have your answer clear and explain it to the audience but if the audience is not
convienced, give them the chance to try so that they can experience what happens by themselves.

Here there're some examples of the raised questions from different experiences in facilitating workshops about
Theatre Forum:

1- Can we change de Oppressor? Yes, but keep in mind that if the spect-actor decides to act the new oppressor
not being oppressive, this could be considered a magic solution since he/she/they is just avoiding the oppression,
not trying to solve it. You can suggest that the oppressor can only be changed to make it more oppressive. This is
a great solution, since it challenges the other characters even more.

2- Can we change the gender of the character?  Yes, but bear in mind that in a piece about gender violence,
homofobia or sexual harrasment, gender issues are very important. By definition, T.O. will always try to avoid
stereotypical performances. If a man wants to perform a woman in a situation of oppression because of her
gender, how his performance can be real and/or natural? A man can only perform a woman in a stereotypical
way and the other way around too since we don't have enough information on the privilieges or oppressions the
other gender faces and other genders might think, act or react. So my recommendation is that if the gender of
the character is not relevant for the plot, just tell to the spectactor that they will perform their own gender even
if the actor/actress who was performing before had a different one; but if the gender is important for the plot I
would recommend you that spect-actors and actors can only perform people from the same gender.

LAST NOTES
When coming to talk about the topic of facilitation I always like to say to the participants if they can think about
what do they value in a person, what do they think it is important in someone they like or love, what do they
consider they like from someone. Many things can be shared and many different ones. Some might say “sense of
humor”,  others  may  say  “honesty”,  others  “with  knowledge”,  “confident”,  “someone  who makes  mistakes”,
“funny”, “serious”, “good listener”, etc. All of those characteristiques of personality can be applied to a facilitator.
Basically, don't try to be someone you don't know and to do things you don't like in order to like others. Just be
all  those  good  characteristiques  you  like  to  see  in  people  you  like.  You're  there  to  help  others  in  their
development, so show your best face.

One of the things that I most value in people around me is sense of humor, so as a facilitator I try not to take
everything very seriously, even myself. So when I make mistakes, I celebrate them. Another thing that I value very
much in someone is that this person have active listening skills, so I always try to listen to the group and to their
needs.  Sometimes  what  the  group  is  saying  is  not  communicated  through  verbal  language,  so  I  would
recommend you to be aware of the learning process of the group, their confidence in themselves and others and
always  react  to  that  situation.  There're  some facilitators  that  I've  seen that  blame the group because they
weren't capable of succeeding in an exercise or game. When a group is not reacting to a game or exercise the
way a facilitator wanted is because when the facilitator was planning, the expectations for the group weren't
meeting the reality. Instead of blaming the group for that, the facilitator should always change something in each
exercise to ease the process. I use the following balances to understand what can I do to make each exercise
easier.



So basically what I try to understand from each exercise I propose is where is the focus. The column of the left
usually  might  mean  easier  and  the  column on  the  right  usually  means  more  difficult.  For  example:  is  the
facilitator having more responsability in this activity or the participant. For example, in “Shake” the facilitator has
more focus since we're all shaking together when the facilitator says it, whereas in “zip, zap, boing” the facilitator
might start the game but each participant has the responsability to pass the clap and the facilitator cannot do
anything about it. Usually active activities are easier than passive since intellectual thinking doesn't take to much
brain space. The different between an external or internal task is also very important. External task would be
“pass the ball”, internal task would be “change your emotion”. And last, group task is when everybody is doing
the exercise at the same time, whereas individual task is when participants have a solo and everybody else is
watching. To give an example, The Fans exercise we can consider it is a very challenging exercise to start because
all focus are on the right column. The participant is the one in control of the exercise, the exercise is not very
much physically active, the task is very internal for the participant alone and it is obviously very individual for the
participant facing the audience. The good thing about this is that every single exercise can work by just changing
the context. For example: you find out that participants are struggleing volunteering to perform in the game “The
fans”. What can we do to ease the process? Change the context. Instead of an internal task (not to answer to the
fans cries and show some apathy) we can do this exercise with an external task: everytime participants scream
they will  throw a ball to the famous person and he/she/they will  return it. This simple change will  ease the
process very much, and if not, try to change another focus like individual or group task: they can be walking
around and meeting all participants they come across as famous people. Always take into consideration which
skills are required to be able to play each game you propose. And consider to propose different games or layers
of the same game in order to gain those skills. For example: in the game of “The Puppet”, if the facilitator goes
directly to “create images of power by resisting”. This might be a little bit difficult to do for participants. So we're
making our way to the final indication step by step, layer by layer. In each layer something new arises, new
experiences, new skills... and when it comes to the end and all required skills have been worked, then you can
ask them, now create those imagines.

Another thing that can be changed by changing the context is the meaning of the exercise and what is it used for.
For example: I propose as a facilitator the game “The fans” as a team building and self confidence building so I
play it how I learned. Then, imagine that as a facilitator I want to find another exercise to explore anxiety and
how it affects teenagers. I can play the same game, but this time the famous person will be sitting down and the
rest  of  the  participants  (the fans)  will  be  the ones  approaching and shouting.  And from there we can  ask
participants to do the same but only with their bodies. And after that we can add another layer in the exercises
that could lead to devise a short piece about what protagonist have experienced. By just changing the context
each exercise can bring a whole new spectrum of creative possibilities.

If you have any doubts about this workshop, here you have our contact so that you can tell us go it goes or if you
need anything at all. I'll be glad to hear from you.

Mail: hola@escoladeteatrelaseu.org

Phone: 0034637125689

THAT IS ALL! AS ALWAYS, THE BEST WAY TO LEARN IS PRACTICING. SO TAKE RISKS, TRY THINGS AND GIVE
EVERYTHING YOU HAVE!

mailto:hola@escoladeteatrelaseu.org
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