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1. Introduction to the training

Welcome to the training course “ACT FOR WHAT YOU BELIEVE”, a TC organized by A.R.T. Fusion Association with the support of  the European Commission through the Youth in Action Programme. The training is taking place in Baile Tusnad, Romania , 2-9 of March. 

Background & aims of AWB

Social indifference and apathy regarding different kinds of oppression and social conflicts, lack of social activity and methods for improving the situation of socially marginalized groups represent a problem in multicultural communities of Europe. Acquiring alternative and effective instruments for dealing with these issues is necessary and represents a priority. This is why we decided to do this training!!!

The main goals of AWB are:

· to encourage participation and involvement of young people in social processes;

· to improve the quality of non-formal education by diversification of the methods used in non-formal education. 

21 participants from all over Europe -  you are one of them - will be trained in a new method Forum Theatre (which is one part of the social theatre methods). You will become multipliers of this method in your NGO-s and countries! 

Program Schedule

During the training we will go through all the stages of developing and delivering a Forum Theatre play – and not only we will go through it, we will actually DO it!! We will also discuss the impact, possibilities and responsibilities of the Forum Theatre. We will also discover possibilities of Youth in Action Programme in connection with the Forum Theatre. 

The main topics for the sessions  will be divided in 7 days with 4 sessions a day like this:
· Getting to know each others ( 1 session)

· Introduction to the training, trainers, objectives, feers and expectations   ( 1 session)               

· Trust and building team activities  ( 2 sessions)

· Image theatre-Statues, Analyze and build statues ( 4 sessions)

· What is Forum Theatre- theory ( 1 session)

· Forum Theatre exercices (concept, history, characthers) ( 2 session)

· Improvisation exercices ( 2 sessions)

· Working in teams for creating a Forum Theatre script ( 3 sessions)

· Group work for preparing the scenarious ( 3 sessions)

· Intercultural organized trip for all the group ( 2 session)

· Performances and feedback for performances ( 4 sessions)

· Youth in Action  presentation ( 1 session)

· Follow up ( 1 session)

· Final evaluation ( 1 session

2. Introduction into the Theatre of the Oppressed

Augusto Boal, founder of the Theatre of the Oppressed, director, theorist, writer and professor, was born in Rio de Janeiro in 1931. He started studying chemistry, but he gave up shortly and ended dedicating himself to the art of theatre. He became director at the Arena Theatre in Sao Paolo in 1971. He examined and developed new forms of theatre, starting from experiments in which the public could express its opinion about the seen play.

In 1971, influenced by his co-national Polo Freire, Boal published the volume “Theatre of the Oppressed” which represents a turning point in informal and communitarian education using theatre as a method. The controversies born in this field determined militaries to arrest and expel him. He lived for a while in Argentina and Peru and afterwards he moved to Paris where he founded a Centre for the Theatre of the Oppressed.  There he developed and improved his techniques adapting them to the realities of the European society, which was very different to the South American one. He worked both with professional actors and amateurs; his work entered in the lives of different social categories, bringing an important contribution to the development of many techniques of this new kind of theatre like: the forum theatre, the invisible theatre, the image theatre.

After the fall of the military dictatorship he returned to Rio de Janeiro and founded here another Centre of the Theatre of the Oppressed. Boal became councillor of the city municipality and continued his experiments and improved a new method – legislative theatre.

Tireless, he continued to think about theatre and his personal motivation. He innovated and investigated continuously new forms of theatre, combining psychotherapy and politics.

He published a large number of books; he was always active participating in training(s) workshops related to his interests. His methods are now practiced in over 70 countries.

Among his books we can mention: Theatre of the Oppressed, Games for Actors and non-actors, The rainbow of desires, Legislative Theatre, Hamlet and the baker’s son, My life in theatre and politics. 

Four decades have passed since the theatre of the oppressed imposed itself as a method of socially intervention using art techniques, theatre techniques in general. Augusto Boal describes it as a tree with powerful roots jabbed into a fertile soil, with large branches, ready to bloom, to bear fruit.

3. Theatre of the Oppressed – Liberating Theatre?

The theatre of the Oppressed appeared as a form of ethic and politic response to the repression in Latin America, where daily dozens of men and women were assassinated on the streets, banished or expelled. Although in Europe of our days this kind of atrocities disappeared, the need for a theatre of the oppressed, a liberating theatre, still exists. There is oppression everywhere, only the forms are different. Oppression is the subject that gave birth to this kind of theatre. TO (Theatre of the Oppressed) is not a standard recipe, it’s not a catalogue with already found solutions, it’s a continuous research with techniques that are more subtle or more sophisticated depending on the region or the country in which they are used, as the forms of oppression are different.

TO appeared as a process of continuous transformation and adaptation, and its forms are different and require different approaches.

TO a aparut ca un proces constant de transformare si adaptare, si formele ce cuprind TO sunt complexe si se abordeaza diferit.

[image: image2.png]izree of the Theatre of the Oppressed

O O
Legislative theatre O

B GG DS
Mudsiplication

Politics

Ethics




4. The basic principles of Theatre of the Oppressed

· firstly, TO transforms the passive and responsive viewer into a protagonist of the dramatic action, into subject and transformer;

· secondly, TO doesn’t try to content the viewer with a simple reflection of the past but to prepare him for the future. To doesn’t simply present the reality . It also transforms it.

· In order to be efficient, TO requires intense practice, not only once or twice. TO should be regarded as a social action or politics on a large scale.

· For an intense practice of TO, people should understand that the artistic activity is a natural gift of all men, children and women. We must accept the fact that all people are capable of playing forum theatre but we can’t all do it with the same brightness .

· TO presents images from the past but it builds models for future actions. TO is like a revolution in the repetition phase.

· TO requiers the dramatic theme to be real, true and with a certain degree of emergency for the community where it is used.
· The utilization of TO in the communitarian, social and political activities involves from the beginning the users’ desire to make a change in better.
5. Forms of Theatre of the Oppressed

We are going to discribe shortly, below, the forms of TO  in the way that Augusto Boal him self did it, with his own words.
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 Theatre is a representation and not a reproduction of social reality. Forum Theatre presents a scene or a play that must necessarily show a situation  of oppression that the Protagonist does not know how to fight against, and fails. The spect-actors are invited to replace this Protagonist, and act out - on stage and not from the audience - all possible solutions, ideas, strategies. The other actors improvise the reactions of their characters facing each new intervention, so as to allow a sincere analysis of the real possibilities of using those suggestions in real life. All spect-actors have the same right to intervene and play their ideas. Forum Theatre is a collective rehearsal for reality.

Growing up, TO developed INVISIBLE THEATRE – To be a citizen does not mean merely to live in society, but to transform it. If I transform the clay into a statue, I become a Sculptor; if I transform the stones into a house, I become an architect; if I transform our society into something better for us all, I become a citizen. Invisible Theatre is a direct intervention in society, on a precise theme of general interest, to provoke debate and to clarify the problem that must be solved. It shall never be violent since its aim is to reveal the violence that exists in society, and not to reproduce it. Invisible theatre is a play (not a mere improvisation) that is played in a public space without informing anyone that it is a piece of theatre, previously rehearsed. 

IMAGE -THEATRE – Words are emptinesses that fill the emptiness (vacuum) that exists between one human being and another. Words are lines that we carve in the sand, sounds that we sculpt in the air. We know the meaning of the word we pronounce, because we fill it with our desires, ideas and feelings, but we don’t know how that word is going to be heard by each listener. IMAGE THEATRE is a series of Techniques that allow people to communicate through Images and Spaces, and not through words alone.

RAINBOW OF DESIRE – Many concrete oppressions provoke deep damage inside our subjectivity and psychic life. Under the general title of RAINBOW OF DESIRE, there are fifteen Techniques - complex, but not complicated – which help us to visualize theatrically our oppressions, and deal with them more clearly: no one interprets anything, but all participants offer the Protagonist the mirror of the multiple regards of the others. We try to locate the Cops in our Head knowing very well that, if those Cops are there, they have come from some Headquarters outside us that spread them all around, into the heads of many more citizens. We try to discover the ideology of each Cop and not concentrate our attention on the particular individual.

LEGISLATIVE THEATRE - Theater is not enough to change reality, we all agree. Legslative Theatre is the utilization of all forms of the Theatre of the Oppressed with the aim of transforming the citizens legitimate desires into Laws. After a normal Forum session, we create a space similar to a Chamber where laws are made, and we proceed to create a similar ritual of lawmaking, following the same official procedure of presenting Projects based on the spect-actors interventions, defending or refusing them, voting, etc. At the end, we collect the approved suggestions and try to put pressure upon the lawmakers to have those laws approved.

Who and where we can use TO?

TO was used by peasants and workers; later, by teachers and students; now, also by artists, social workers, psychotherapists, NGOs... At first, in small, almost clandestine places. Now in the streets, schools, churches, trade-unions, regular theatres, prisons, etc. You can use it as long as you keep the ethics and the method of TO.

“Forum theatre: This was the climax of my volunteering work. Yes, I had the courage to go on the scene and play theatre in Romanian. All my experiences, impressions , relations that were born there and what this project will become in the future stands for the most important part of what remains me from Romania.”(Tobias Newmann, volunteer)

So, TO has become a method of social theatre for the people that want to assimilate methods of fighting against the forms of daily oppression and discrimination.

By taking part in plays of forum theatre, the target group is encouraged to adopt a positive and active attitude when solving the own conflicts by using the experience and resources to identify some possible solutions for themselves and for the members of their community.

We consider that there is a real need to reveal to the public the efforts of these organizations to minimize the situations of discrimination  that their target groups encounter and to influence the attitudes that generate discrimination.

But what does Forum Theatre actually imply?

Forum Theatre is a form of partake theatre that encourages democratic forms of interaction between participants. The emphasis is not put  so much on the show, but on the language that  analyses and discusses problems regarding opression and the display of power; Forum Theatre explores group solutions to these problems, being an accesible language to all the parties involved in the process.

Forum Theatre is a form of interactive theatre, that starts off from a discrimination situation, in whose solving it attempts to engage the public. The viewers can stop the development of the play at any time, bringing up solutions that stem from the opressed’s capacity to defend himself or to give the person around him the chance to react or to protect him. On no occasion can the audience take measures against the element that provokes the discrimination.

Forum Theatre is meant to be used in schools, community centers, associations , volunteer based foundations in general. The participants are asked to tell a story from day-to day life, containing a strong social or political background. The problem is analysed, then improvised and finally presented as a play.

The real solution, given by the leading actor, must contain at least one social or political error. When the play is finished, the audience, trained by The Jocker (the play mediator), discusses the solutions and , then, the play is performed once more. Only on this occasion, the audience has the opportunity to intervene by stepping up un the stage, getting into character and applying their ideas.

Therefore, instead of remaining passive, the audience becomes active; it creates alternative solutions and controles the dramatic action. The forum is not meant to find ideal solutions to social problems, but to invent new ways of coping with opression of any kind.

Who takes part in Forum Theatre ?

Forum Theatre is based on volunteering, so that the amateur actors are volunteers within foundations or even their beneficiaries.

The profile of the person who gets involved in such kind of activities necesarily includes initiative, a certain desire to be „astound” and to interact with people with more experience in what he/ she aims to accomplish.

Forum Theatre reaches these two aspects at the same time, by:

· Being a stage activity, in essence, the actors are extremely „visible”, exposed, being able to express themselves in the full extent of their uniqueness, setting the scope on the special qualities that they consider important and  value in others. Also, social theatre offers the opportunity of self- awareness by getting into the shoes of not always comfortable characters and enquiring the volunteers as to the discriminatory attitudes they proliferate in general.

· Its interactive character, the theatre  partially eludes the distinction between the stage and the public. After a first performance, the mediator invites the audience to offer solutions for the situation of the person that has been discriminated. The alternatives are not to be debated, but the person proposing the solution is invited to go up on the stage ,get into character and act it.

6. Building up a Forum Theatre Performance

Forum Theatre includes more phases, or we might say that it has more components: there are the “getting into the role” exercises and the preparation of a role before the forum theatre performances, on the one hand, and the forum theatre play itself with the actor’s improvisations, the forum debate and the audience’s interventions, on the other hand.

Forum Theatre has its own rules. They can be modified, but they continue to exist, and therefore all the players participate at the same work, in order to have a debate with practical solutions, applicable in real life situations.

As Forum Theatre is a new non-formal method, we feel that it is necessary to further develop this concept and to give a few explanations. Realizing this type of plays takes into account the following: drama and directing.

Drama involves:

1. The text must accurately characterize each character, it must precisely identify it, in order to facilitate the audience’s understanding of each character’s ideology

2. The solutions proposed by the leading actor must contain at least a political or social error that will be analyzed during the “forum”. These errors must be clearly stated and repeated in well-defined situations.

3. The style of the play could be anything from realistic to symbolic or expressionist, except surrealist or irrational. Whatever the style is, the purpose is to discuss concrete situations. 

Directing involves:

1. The actors’ play must clearly present their ideology, activity, social status, profession, etc. It is very important that the characters evolve within the theatre laws, that they perform actions. Without them, the audience would have to sit and make “forum” without theatre, only by speaking.

2. Each representative scene must find its own “expression”. Preferably, this expression will be found in agreement with the public, during the performance or following a preliminary study.

Then comes the performance – the play where the audience, guided by a joker (who is the connection between the actors and the audience), intervenes by replacing in turn the characters placed in difficult situations, trying to give solutions, but without being allowed to replace the “oppressor” (so that the intrigue is kept and to further stimulate them to provide new solutions).

The Performance - Play. Rules. 

The performance is an artistic and intellectual game between artists and audience.

1. In the first part the performance is being presented as if it would be a conventional performance, a certain view of the world.

2. Then the audience is asked if it agrees with the solutions proposed by the Leading actor, and it will probably say it doesn’t. The audience is then informed that the performance will be replayed once again exactly the same way as the first time. The fight-play is that the actors will try to finish the performance in the same way, but the audience will try to change it, by showing that the new solutions are both possible and valid. This means that the actors represent a certain view of the world and therefore try to preserve the world as it is, unless there is a person from the audience who interferes and modifies the version of the world as it is, into a world that it could be. A certain fuss must be created: if nobody modifies the world, it will remain as it is, and if nobody changes the performance, it will continue to be what it was.
3. The audience will be informed right from the beginning that it may chance the Leading actor (or some of the characters with a weaker personality) who is about to make a mistake, in order to come up with a better solution. It is enough that a person from the audience comes near the area of the performance and says “STOP!”. Immediately afterwards, the actors must stop without changing their position. Without losing any time, the person from the audience must quickly say from which point he/she wants to restart the performance, from which line, moment or movement (which is simpler); then the actors will play the requested scene, with the person from the audience as the Leading actor (or as one of the characters with a weaker personality).
4. The actor that was replaced doesn’t leave the play immediately; he stays there as a sort of auxiliary-ego, encouraging the person from the audience who is now playing his role and correcting him/her if he/she goes wrong.
5. Starting with the moment in which the spectator replaces the Leading actor (or one of the characters with a weaker personality) and proposes a new solution, all the other actors transform in “repressing agents” or, if they   already were, they intensify their actions in order to show how difficult it is to transform reality. The match is: Spectator – trying to find a new solution, to change the world versus Actors – trying to repress, to make the spectator accept the world as it is.

6. If the spectator gives up and exits the game, the actor resumes his part and the play rapidly heads for the already known ending. Someone else from the audience can then come near the scene (area of the performance) and shout “STOP!”, say where he would like to restart the performance from where and the play will start again from that moment. A new solution will be experimented. 

7. At a certain point, one spectator will finally manage to break the oppression imposed by the actors. The actors have to surrender – each one or all together. From this moment on the audience is invited to replace any actor in order to show new ways of oppression that may have been ignored by the actors. This is the match: Spectator- Leading Actor against Spectators-Oppressors. The oppression is underlined by the spectators who discuss ways of fighting against it. All the actors that are now out of their character continue working as auxiliary-egos and each actor continues to help and motivate/stimulate his/her spectator 

8. One of the persons involved in the act/play/show has to also take on the auxiliary function of the Joker, the game leader. He is the one who has to explain the rules of the game, to correct the errors that may occur, to encourage everyone so that the scene doesn’t end and the audience steps in and makes a change for the better.

9. Once the forum is over, the building of a „Future Action Model” is proposed, this model having (or not) to be played by the audience.

The forum part could go on for hours but it can also be fixed before the forum begins.
Forum Theatre Scheme


7.A.R.T. Fusion and Social Theatre ( de completata –Carmen)....
The A.R.T. Fusion Association

A.R.T. Fusion is a relatively new association, founded in 2005, which attempts to send a positive message to the community within which it functions. We believe that anyone can give something to the community by using instruments of participative arts. We are a group of young people who consider art to be a practical instrument for social change and we especially believe that an individual can have a positive impact on society by first improving their own attitude regarding the social issues that surround them.

The A.R.T. Fusion Mission

Our mission is to contribute to the enhancement of social competences of children, teenagers and young people from the communities within which we function. The targeted social competences are those that derive from the vast area of communication, social involvement, group dynamics and inter-human relationships. 

Target group

Our target group is made up of individuals that are at an important stage of personality definition, who are seeking to create a direction in life for themselves by building goals and conceptions that may help them fulfill their personal interests.

The A.R.T. Fusion objectives

1. offering wider access, for the beneficiaries of the association, to information, programs and socio-cultural projects that are necessary for the harmonious development of Romanian society;

2. increasing the level of involvement of children, teenagers and young people within social – cultural – artistic activities that may be of use to developing their social competences;

3. increasing the degree of social responsibility of the beneficiaries of the association by stimulating a pro-social attitude through using methods such as participative art.

Methods / instruments of action

The methods we have successfully used in our projects are those characteristic for participative art: social theatre, music, dancing, photography, movie-making, etc.

The main instrument used in the A.R.T. Fusion projects is that of social theatre and, more specifically, forum theatre.

Forum Theatre is a form of interactive theatre that starts from a situation of discrimination in order to invite the public for the solving it on the stage. The spectators may stop the play at any given time and suggest possible solutions that rely on the discriminated party’s ability to defend themselves, or on the ability of the persons around him/her to react in order to protect him/her. By participating in forum theatre plays, the target group is encouraged to adopt a positive and active attitude towards solving their own conflicts, and to use their own experience and resources in identifying a possible solution for issues that concern both themselves and the community members around them.

Besides Forum Theatre we also develop activities like:

· street animation: clowning, joggling, poi-poi, balloon making, flash-mobs;

· music; 

· dance;

· photography; 

· video spots & films;

international projects (youth exchanges, seminars, trainings) - until now we have participated (as students or trainers) to 45 international projects in 3 years of activity (18 trainings, 13 CMS, 11 youth exchanges and 2 feasibility visits); 
· blogging – internet gaming.
Short scanning of A.R.T. Fusion Projects/Programs

· 2005 - “Value on the Stage”- optional activities involving forum theatre for students from 4 schools in Bucharest;

· 2006- ARTitude Re-Created Pilot Project– testing forum theatre regarding youth problems, 18-30 years old in Bucharest (forum theatre representations in no conventional spaces; we realized a research for observing the impact of forum theatre plays upon the target group);

· 2006- national and international trainings of forum theatre trainings (7);

· 2007- ARTitude Re-Created through Forum Theatre: 60 representations with main topic focused on discrimination, 10  volunteer teams, the forum theatre guide “”, www.teatruforum.ro website, forum theatre trainings, workshops, forum theatre camp;

· 2007- Forum Theatre Pilot Festival- Constanta city/May: 10 teams from all over the country;

· 2007- Are You a Bystander? Take ARTitude! Bucharest/ location – the most known terace pub: concerts, forum theatre things, photo exhibition, short video movies;

· 2007- Forum Theatre Caravan in Roma communities: ART Fusion volunteers’ team inside the progarm “Strenthening the Institutional Capacity and Developing of Partnerships for the Improvment of the Roma People Perception” supported by Romanian Governement; we  had a pilot project for realizing the impact of forum theatre upon 5 Roma communities focused on: property rights and indentity documents, discrimination, children’ education, health problems. 
· 2007-2008 Roma Follow-up Project – supported by Soros Foundation Romania (Open Society Foundation): during 6 monts we are using forum theatre method as a tool of community development in 2 2 Roma communities: Patrauti – Suceava (north-eastern part of the country), Mimiu- Ploiesti (south). The results will be enhanced in an impact analysis of forum theatre as well as in initiating clubs of non-formal education for the benefit of community development;
· 2007- The launch of the Forum Theatre guide – “Forum Theatre, a  Cultural Tool  for Social Intervention” and the www.teatruforum.ro website, both being strong means of promoting projects and organizations  that use Forum Theatre in Romania;
· 2007-  Lugoj Pilot Project – implementing of a project  of Forum Theatre as a optional subject of studying in schools and editing a guide that is meant to support teachers’ activities regarding this method;
· 2007- participating to TOP AWARDS Corporate – Donors’ Forum  Romania with a forum theatre representation for promoting this method in the business sector;
· 2007-  “Voluntariate an experience of life” – a campaign for promoting the voluntariate through new and creative methods in partnership with Creativ Association, Pro Vobis – National Center of Volunteerism
· 2007-  creating and supporting the Forum Theatre Network in Romania 
8.THE TEAM
A Forum Theatre play is, as a rule, born from the collective creative efforts of the group of people working on it. They must work as a team to identify the theme, the target group, to form the plot line and give identity to the characters. Such a work, which implies the use of many methods of non-formal education, can be accomplished efficiently and effectively only if the group working on it has previously gained the identity of “team”.

The process of team-building a group of Forum Theatre actors (or, more like, non-actors) differs little from that of facilitating normal team-building activities. The difference lies in the purpose of the activity. Forum Theatre was created to help people to take on a proactive role in our lives and in the life of the community to which we belong, whether to try and influence local decisional factors or to search for solutions to certain issues directly at community-level. 

From this sense, anyone can be a Forum Theatre non-actor. The only important aspect is that we should be prepared, when working with this method, to become “agents of change”. Since this method is used in the most diverse of activities (from NGO’s working against discrimination and racism to companies using it as a training method), future facilitators of Forum Theatre should be ready to have their hands full working with the most diverse groups of people.

There are several aspects to be taken into account when forming and managing a Forum Theatre team, and we will try to expose each of them here.

8.1. Choosing the project team

Once we have identified an issue in a certain community and we have decided to use Forum Theatre as an instrument of social intervention, we should proceed to form the team of people who will be producing the new FT plays. 

More often than not, selection is based on criteria such as:

· The volunteers’ motivation to get involved in community issues

· Their willingness to act as agents of change

· Their availability to work on projects (time being a big issue here)

· Their ability to act.

Most people who apply for such ventures are usually looking for a good environment to help them develop their ability to improvise, their ability to create characters that are inspired from reality, to get a taste of what it means to change people around you through theatre.

Generally, there are two situations that can arise when we have to build a team for a Forum Theatre project. Firstly, a team can be assembled with the view to have them produce plays that focus on a community’s problems, but its members do not identify themselves with the project’s target group (for example, a project aimed to raise awareness, in a Roma community, regarding the importance of having an ID card).

The second situation, and the more relevant one as far as the philosophy of the Theatre for the Oppressed is concerned, can be that in which the theatre team was formed directly out of direct beneficiaries of the project (example: FT plays that are aimed at young people and meant to help them increase their self-confidence, persuade them to become more involved in their community’s daily life, help them find solutions for the generation gap problem, and so on.) The team will be much more motivated to get involved if the problem that is presented through the play is their problem as well. 

8.2. The group’s norms and values

 Any group, no matter its size, no matter the format of the project it is involved in, goes through more stages of development:

A: the forming stage (in which the group is formed)

B: the storming stage (in which the group develops conflicts)

C: the norming stage (in which the group’s norms and values are established)

D: the performing stage (in which the group performs its intended activity)

E: the transforming / adjourning stage (in which the group either transforms in order to be ready for its next task, or dismembers, having completed its task)

If the group is satisfied with its results and the occasion is provided, it will continue to develop and will move on to a new stage. If, however, the accomplishment of the task brings about a demoralization of the group, then it is bound to dissipate.

As best practice, after the team is formed, it could go through a several-day Forum Theatre training session / workshop. During this, the team can be put through several activities that are typical for non-formal education, and thus assimilate the concept of oppression and means of combating it, the concept of Forum Theatre and its educational purpose, each member’s role in a FT team, what sort of changes they can bring about in their own community (-ties).

At the end of this session, the participants should be able to identify and present an oppression situation, and then mould it into a FT format. It is highly important, in this stage, to establish 

· the values and rules that should guide the group 

· the coordinator’s expectations of them

· the accepted and desired behavior within the group. 

Once the team has understood what their impact on the community will be and what message they should attempt to get across, the group’s working sessions and rehearsals can begin.

8.3. The group’s needs 
It is a well-known fact that an important step in the creation of a team is the discovery of group motivations and the identification of those needs that each individual within the group feels he/she can meet by being part of a Forum Theatre team. 

More often than not, a member of this group is bound to be aiming for: personal development, gaining team-work abilities, communication and negotiation abilities, etc. Most of all, they should feel the need to participate in an effort to change a community they are part of, for the better.

The techniques used to attract people towards a FT project are extremely various. The whole process could be likened to a process of natural selection. Those who are simply curious will join the group for a session or two, some will understand the group’s higher motivations, few will be able to get involved as volunteers. However, many will be those who will benefit from Forum Theatre, as spectators, through a process of learning through experience. Since it is a natural process, the facilitator should not be worried about losing some members of the group, as those who have the right qualities and bear the spirit of “change” will remain a part of the group until the end.

8.4. Recommendations

The most important role in creating a team is held by the facilitator / joker. This person will have to actively strive to gather the team, to ensure an efficient communication system, and so on. Even if the team is not complete at that time, even if some volunteers will quit and others will come along, the close relationships between them must be nurtured and supported even in this stage.

Important aspects to be taken into account when building a Forum Theatre team are:

· there should be a large enough number of non-actors to cover potential “losses” that occur along the way

· there should be an equal (or almost-equal) number of male and female non-actors, so that when the characters for a play are created, we have several options of performers to choose from

· we should be very attentive regarding the conflicts that may appear within the group, between different members; we should strive to find a way to positively explore these conflicts

· we should search for some informal leaders within the group, and identify if these people are motivating or frustrating the group (the latter situation being bound to lead to problems)

· we should ask for continuous feed-back from the group members regarding each performed activity (otherwise there is a risk of losing members)

· certain group members (those who have proved their qualities and abilities) could be allowed to propose and coordinate certain activities
· the group should be allowed power of decision.

8.5. When can we say that we have a Forum Theatre team?

When people enjoy coming to the working sessions, when they approach each task seriously, when they have mastered the Forum Theatre method and are working without needing close guidance. When they have initiative and we only have to present the project for them to begin bringing ideas about how the problem would be best brought out through a FT play, only then can we say we have a functional Forum Theatre team.

We can tell the team is functioning as it should when the intervention of the facilitator is required less and less and the method is assimilated by the group members; when their involvement is manifested both at a dramatic and a decisional level. Only by reaching this level will the team members act keeping in mind not only the aspect of the play and the possible interventions, but also the location, time, characteristics of the target group. 

When these behaviors and ideas are noticed to have surfaced, along with them will surface the group’s maturity and its holistic vision of the project. 

The work – best practices

a. Forming the work group and identifying the target group

These two steps can be tackled in whichever order best suits the project we are currently working on. 

It may be the case that we are trying to discover and help solve certain issues in a community. In this situation, we would have to choose people who could help us accomplish this project, people who are attuned to the realities of this community. From such a group, a facilitator can easily collect ideas and information that, when put in practice through a Forum Theatre play, would speak out to the members of the community which we are addressing. 

An alternative to this approach is to form a team that would be trained regarding the FT method and would then have to mould their acting on different situations, as the projects move between different issues and different target groups.  

Of course, it seems easy, sometimes, to just list the problems that the world we are living in is facing, to collect opinions about who the affected persons are, how they are dealing with it, where this is happening, and so on. Even though, on an intuitive level, it is simple to identify the problem, the difficulties usually arise from the details surrounding it:

· How serious the problem is

· Whom it is affecting the bigger picture

· In which way it is affecting the above-identified people

· What are the differences between the various social groups affected by this problem 

· Etc…

An important issue that the facilitator could face when identifying the problem (especially if they are lacking objective research methods or scientific documents backing this up) is generalization. When we are working with a few (isolated) cases or the painful testimonies of several people, the tendency arises to generalize that experience to all those who are in similar situations, or to all those who occupy the same geographical space.

After these two steps are complete, we should have a group of people that are oriented towards the same goal, and the goal (and perhaps even some of the solutions) has already been identified. It is the role of the facilitator to help the working group assimilate the goal, the identified social issue. This can be done through numerous non-formal methods that, since they are extremely versatile, can be molded to fit any necessity. 

The process of assimilation is extremely important for two reasons. Firstly, because it is the principal basis of team cohesion. Should it be absent in places, it is certain that those will be the cases when dysfunctions of team working will arise. Secondly, information assimilation implies a process of cognitive symbolism taking place within each individual in the group. If the situation they are working with is something they have never encountered before, they will need to ask themselves key questions, like:

· How would I react if this happened to me?

· Do I know anyone who has gone through this experience?

· What did that person do? / What would I have done to help that person?

· Would the situation bother me enough to spur me into action?

· Is there a logical solution to the situation? Am I approaching it from a point of view that is too subjective?

Answering these questions within the group can, more often than not, provide a common point of view with which the whole team can identify, therefore leading to further cohesion. An added bonus is that, when cognitive symbols have been decanted through each group member’s personal perceptions, they usually come out completely bereft of subjectivism. We therefore have our issue, clear to all and ready to be worked on.

b.  Establishing the global situation, identifying the characters and working on the script.

As we can see from the leaflet that presents the general principles of Forum Theatre, there must be a certain relationship between the characters:

· Oppression – between Oppressed and Oppressor

· Support – between each main character and their respective Allies.

More often than not, the simplest process is to identify one of the catalyst forces – the Oppressor or the Oppressed. These characters will be representative of their community and will, in fact, be a collage of traits, beliefs and practices that are manifested by the community in general, when addressing the issue we are trying to solve. 

In such cases, the Oppressed and the Oppressor will be stereotypical, though this should not be perceived as a problem. Since they are simply “visual aids” to help the public identify (with) the situation, these characters will always be the most obvious in their behavior. 

As we were discussing above, when the issue is identified through empirical methods, the Oppressor and the Oppressed will represent hear-say cases, stories that “happened to our friends” or just a combination of everyone’s cognitive symbols regarding the social issue we are working to solve. 

The Allies’ situation derives from context. In order to help the public understand the validity of the Oppressed’s claim and the gravity of the Oppressor’s behavior, both sides will be aided by secondary characters that add color and credibility to the play. If it has been researched, for example, that the most effective way of communicating with our target group is by using humor in our play, then the Allies will be the ones used for comic relief. 

The work group can identify with the characters by using roleplay, word association games, mime exercises, or whatever other non-formal education method may appeal to the facilitator. 

Whereas this can be a rather dynamic activity, involving lots of moving around and being mostly based on spontaneous creativity, establishing the script is a more static and intellectual activity, having as best suited method the brainstorming. A FT play lasts no longer than 20 minutes, this leaving us with the possibility to have 4, maximum 5 scenes per play. These scenes, while built in the way best understandable by the target group, must be in chronological order, to allow the play to be acted out again and to make the course of change evident to the audience. 

Another important aspect about the script of a FT play is its form and contents. Since this is improvisational theatre, the script is more of a set of guidelines, of general situations to be tackled in each scene. To these, we may add certain key lines that help the development of the story / characters. Other than this, the play should be of free improvisation, since some of the best lines appear after the non-actors have become familiar with their characters through several rehearsing sessions.

As long as the team has not deviated from the initial purpose, we should, by now, have a cast of around 7 characters and a 4-to-5-scene script, ready to be acted out. 

c. Rehearse, rehearse, rehearse

This phase is particularly important to the process of developing a FT play. It can be likened to the glue, or cement, that will keep the performance together. This is the step where the non-actors “click” with each-other:

· Learning each-other’s way of moving about stage
· Learning each-other’s mannerisms and favored ways of reacting
· Learning to complement each-other’s lines and/or presence on the scene

· Becoming accustomed to each-other’s assumed way of embodying his/her character.

Another “click” that must take place in this stage is that between actors and the Joker (see Leaflet 1 for information). It is ideal that, throughout rehearsals, the team will perform several mock-interventions, so that they can be better prepared to understand the way their audience will react to the method. 

These relations (between non-actors, between non-actors and Joker, and between team and audience) are essential to the development of the play and, in the end, to the success of the method. The facilitator of the Forum Theatre method should regard this step as an opportunity to further advance the team-building process, since the work group is likely to go through a new process of configuring itself at this moment in time. 

d. The performance and the conclusions

The most important and interesting stage of the FT method is probably the performance. This is the moment that reflects the work of the whole team, the end result of all the preparations.

It is essential that the performance (through the non-actors and Joker) can mould itself around the audience’s reactions. There are always cases when something has gone awry while documenting the target group. Or the audience is constituted by the target group, but they prove remarkably resistant to change. This is the moment when all previous plans should be cast aside and the Joker’s abilities to motivate the public come into play. 

This is also the moment when the connection and the tacit communication between the non-actors are tested to their limits. If a recalcitrant audience member replaces a character only to make the situation worse (wittingly or unwittingly), it is the role of the non-actors left on stage to steer the development in a good direction and extract whatever good points they can from a bad intervention. 

As a last resort, the team can completely reconfigure the performance by using alternative Forum Theatre exercises aimed at the audience 

In theory, we should have safely passed the “performance” stage and moved on to drawing conclusions together with the members of the audience. This happens in two different ways, which can be regarded as complementary if the circumstances permit this.

· By public debate (lead by the Joker). This is step implies that, after the performance is over, the Joker discusses the suggested changes with the audience. This discussion should benefit from a certain atmosphere, which should motivate most audience members to state their opinions, their own contributions to the situation, and perhaps even the application that the public can think of, in their own daily lives

· Implicitly, by recapping all the changes proposed throughout the performance. This is a sort of monologue held by the Joker, so as to help sediment the solutions in the mind of the participants to the play. This depends to a certain extent on the Joker’s ability to make a clear, logical presentation that will be easily assimilated by the public.

We have finally passed the most difficult step, that of performing in front of an audience. Now we should be ready to draw conclusions. 

e. Analysis and final evaluation

This is the last stage of the Forum Theatre method, and should by no means be overlooked. The team should be involved in this discussion which is lead by the facilitator and/or Joker, and relies heavily on feedback.

Forum Theatre performances can bring important revelations to the non-actors. It is important to discuss how everyone perceived the team dynamics, the solutions to possible unexpected situations, and means for improvement. There will always be situations when different sides of the non-actors’ personalities are brought out by their interaction with the spect-actors, and it is important for them to be ready for anything, to be willing to accept any new information they receive about themselves and the others. 

9.CHALLENGES IN FORUM THEATRE

Forum Theatre is a complex process that helps one develop and learn along the way. Questions and challenges are bound to arise all the time, due to the large dose of unpredictability that this method entails. 

What we should always remember is that there is no fixed model of implementing the Forum Theatre method. We should never say that something is “right” or “wrong” in Forum Theatre. But experience tells us that the course of events usually adapts to what happens on the field, to the particularities of the team or those of the public. 

9.1. Challenges in team-work:
· An unequal number of male and female non-actors (for example, having a group that is predominantly female and having to actively search for males to appear in the play)

· Unmotivated non-actors, who only rarely take part in work sessions: if they have not gone through the process of assimilating the actions and activities in a project, and if the coordinator’s enthusiasm and involvement has failed to transfer to them, it is possible that the volunteers will not feel motivated to get involved in the project. In such a situation, both the coordinator and the team needs to be infused with a new dose of motivation

· Another difficult situation can arise from an ineffective volunteer recruitment process: people who wish to get involved but lack the time to do it, since they are employed or are involved in other activities as well. 

· The holiday period can also lead to a lack of volunteers (which may not necessarily be unmotivated; they simply have other plans for their holidays). We should try to schedule our activities taking this factor into account.

· The experience of performing a play several times (more than three times), in different locations – there is the possibility that the volunteers will feel they are acting through a routine, which can jeopardize their interaction with the audience, their lacking creativity and spontaneity when dealing with the spect-actors.

9.2. The Joker’s challenges:
· Having to deal with an audience that is completely uninterested in what they are seeing – yes, this may be a reason for worry for many, that the public will not understand or will not be interested in what they are seeing. This situation can be avoided if the documenting stage is thoroughly performed, so that we know what to expect and, perhaps, how to combat certain undesired situations. If, however, the situation still happens, a large role in resolving it goes to the Joker, who must succeed in enticing the public to intervene and who must be able to rely on the non-actors’ abilities to improvise. Since this is a special situation, the Joker can change the way he/she approaches the audience several times, but this implies that the non-actors must be receptive both to what the Joker is doing and to how the audience is reacting. It is always for the best that every team contain at least one experienced non-actor who can support his/her more inexperienced colleagues.

· An unprepared or inexperienced Joker – it may happen (though it is not recommended) that a Joker is less prepared for the play or less experienced (since experience comes with time, in situations like this it is enough if the Joker is in a good relationship with the team and sure of his/her abilities). As a solution, we again need people who have experience with working with FT, who can always discreetly draw the Joker’s attention to the mistakes he/she made, to the audience’s reactions or to other such aspects. 

· There may be cases when spect-actors wish to intervene with an aggressive contribution to the play. In this case, the Joker should very clearly explain that violence on stage is not permitted. A possible solution would be that, when he/she feels that the spect-actor is about to become violent, the Joker can pause the intervention to ask about the solution the spect-actor has in mind, and then ask the viewers’ opinion about it. 

· Other situations could be: a Joker that is too shy; a Joker that talks too loudly and is therefore perceived as aggressive or invisible to the audience; an audience that is too loud; spectators that want to “sabotage” the play just for fun; inebriated people that are stirring up a ruckus, and so on. For each of these situations we should be prepared, both as actors and as Joker.

9.3. The actors’ challenges
· Men who want to intervene in female roles just for fun (not contributing anything to the play)

· Girls who wanted to intervene with the goal of “impressing” one of the (male) actors

· Spectators that did not want to finalize their intervention and wanted to act out the entire play

For any of the above situations (or for similar ones) the Joker must always be ready, able to come up with solutions on the spot, and the actors should be willing to work with the Joker to quickly solve the situation so that the rest of the audience does not feel frustrated. 

9.4. Other challenges that may occur

· The lack of a rehearsal space – if we are lacking a permanent space for rehearsals and work sessions, this can lead to inconsequence; in the team-building stage, beginning with the first training session, we have to perform exercises that help the team become accustomed to the work space, in order to create a feeling of belonging connected with this space. This feeling brings about a connected sensation of safety and comfort, and encourages uninhibited behavior from the team members. Without these, the creation of a unified team and motivating it are much hindered.

· A somewhat unpractical or forbidding location for a performance – since this is social theatre, it is to be expected that the performances will take place in various spaces where the target group can be found (a school, a club, the mayor’s office, etc.). However, since theory and practice differ, it may be that the space where the performance is taking place is not favorable for a good interaction with the audience (small, badly ventilated locations; locations with poor acoustics, in open air in high temperatures, etc.). This is why it is recommended that the location for a performance be well chosen and planned ahead. If the circumstances are such that the team must perform in a less-than-ideal location, several hours are required to allow the non-actors become accustomed to it. 

· Preparing the project coordinator – as far as the coordinator is concerned, there are many aspects that must be touched upon: firstly, he/she should have been working with this method for at least six months. Secondly, a team will never be perfectly balanced and with no conflicts. There will always be different attitudes, different approaches and visions. All this can lead to excellent results, or to a complete failure, and it all depends on how the coordinator reacts to such situations. He/she will need good organizational and coordinating skills, so that he/she can help the team reconcile all its different characteristics and evolve.  

10. USEFULL EXERCISES

ICE BREAKERS:

1.The blind car
 One person stands behind another, who is the car. From behind, the driver guides the movements of the “blind car” by gently pressing a finger in the middle of the back (go straight on), on the left shoulder (turn left- the nearer to the shoulder, the sharper the corner), the right shoulder (similarly), or with a hand on the neck (reverse). As there will be a number of blind cars driving round at the same time, it is important to avoid crashes. The cars stop when the drivers stop touching them (it is advised, before they start, to test the brakes a few times). The speed is regulated by harder or softer pressure with the finger.

2. Find the hand

Starting in pairs, each actor touches their partner’s hand; then they split up and walk around. After a few moments, they must try to find the original hand again, by touching all the hands they come across.
3. Furnish the empty space

Two actors face to face. One moves and the other fills “the empty space”; if one draws back his/her hand, the other pulls his/hers in, if one shrinks, the other grows taller, etc.

ENERGIZERS:
1. Two actors stand back to back- each tries to massage the other with his back, like a horse rubbing itself against a tree.

2. Two actors run after the rest and try to tag them. When they have been tagged, the actors stay on the spot, standing with their legs apart. They are only released by another actor going between their legs. The game ends either by dint of exhaustion, or when all the actors have been thus immobilized.

3. In the circle, on the floor. One persons leaves the room. The group chooses the “big chief”, who is the persons who will initiate all the changes in the rhythm and all the rhythmic movements in the circle. The person outside the room is invited back into the room and must try to work out who is the big chief.

TEAM BUILDING GAMES:
1. One actor sits on a chair. The other actors around him/her try to press his/her body into the chair and she tries to stand up again. Everyone uses all their strength. At a certain point, the workshop leader shouts “Go” and everyone reverses the movement at the same moment, slipping their hands under him/her and throwing  him/her into the air.
Variation:
The person lies flat on the ground and the surrounding people try to push him/her into the floor (firmly, but without hurting him/her). Then, at a given cue, they lift him/her rapidly into the air, though without actually throwing him/her. When his/her body is as high as possible, the actors carrying it try to simulate the waves of the sea.

2. Everyone lying on their backs on the ground, heads all facing the same way, bodies all pointing in the same direction. The first person in the row starts rolling on the bodies of his companions till he arrives at the other end. As soon as he gets off, the second person fellows, then the third.

Variation:

Everyone lies on their back on the floor with their arms stretched out behind them; the first person lies with his/her legs in one direction, the second with his/her legs in the other direction, and so on alternately, in such a way that all the arms and shoulders are side by side, but the heads are pointing in opposite directions. Everyone lifts their hands in the air. One person sits on the raised hands and the people lying on the floor make that person’s body move alongs as if he/she was on a rolling carpet. At the other end, there is someone standing, waiting to receive the arriving person and place him/her on the ground at the end of the line of bodies. The latter, once he/she’s got there, lies on the ground to await the arrival of the second traveller on the “rolling carpet”, and so on until everyone has been on the carpet.

3. Two actors are positioned a couple of meters away from each other, Then in a line, with eyes closed, the participants try to do a figure of eight around these two people.

IMAGINATION &  IMPROVISATION
1. Two teams are formed. At a given signal, all the members of the first team start making any rhythmic movements that come to mind, each doing his one 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 manner, then they start imitating them. If, however, the opposing team thinks that the first is not sufficiently in unison, they signal as much to a designated Joker judge. If the judge agrees, those who were out of sync with their team-members are eliminated and drop out. But if the judge does not agree, the first group has the right to choose an actor to be eliminated from the second group. When the game has been interrupted, it is restarted in the same fashion. If there has been no interruption ( no signal to the judge) the second group starts to imitate the first, with this team also having thirty seconds to unify their movements, sounds and rhythms.
2. The actors walk around the room in strange and unusual ways. Every now and then the workshop leader says “stop”; everyone stops where they are, and each person must justify their strange position or say something which makes sense of it.

3. A blindfolded actor, surrounded by the other actors. The “blind person” must imagine that a bomb will explode if he/she touches someone for longer than a second. At each contact, she moves as far away as possible. This exercise produces an incredible development of the senses.

THEATRE RELATED (reathing, voice, role-play) 

1. Lying on your back completely relaxed: 

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

b. Start again, placing the hands at the base of the thoracic cage; inflate the chest, making a particular effort to fill the lower part of the lungs. Do the exercises several times.

c. Same thing again, hands on the shoulders or up in the air, trying to fill the upper part of the lungs

d. Connect up the three types of breathing in the order shown.

2. Breathe in as quickly as possible:

Breathe in as much air as fast as possible and immediately expel it as quickly as possible. The whole group can do this exercise, with the Joker marking the time of the in-breath and out-breath, as if they were runners in a race trying to “shift” as much air as possible in one go.
3. Breath in as slowly as possible:

Breathe in very slow, then breathe out vocalizing a sound, trying to make the sound audible for the maximum length of time.

4. A, E, I, O, U:

All the actors cluster in a group, and one person comes and stands in front of them. The group must make sounds, using the letters A, E, I, O and U, changing the volume according to how near or far away the single actor is. When the “volume control” actor is far away, the group gets louder and when he is close, they get quieter. The actor can move anywhere he likes around the room. The individual actors who make up the ground should be trying to communicate a thought or emotion to the actor, not just making noise

5. Rhythmic images:

In this exercise-cum-game an actor goes into the middle and the rest try to express with their bodies, each in turn, a rhythmic image of the actor, of how they perceive him. After every actor has had a turn individually, they all repeat their rhythms together. Then the actor can try to integrate himself into this “orchestra”. 
6. Building character relations:

This exercise can be either silent or with sound. One actor starts an action. A second approaches and, by means of visible physical gestures, establishes a relationship with him, in keeping with nature of the role he has chosen – brother, father, son, uncle, etc. The first actor must work out what this role is and respond accordingly. Immediately after, a third person starts up a relationship with the first two, then in comes a fourth, and so on. The first part of this exercise must be silent, so that the relationships with the outside world develop via the senses and not through words.
7.  One or more actors come on stage and do various actions to show where they come from, what they do and where they are going. The others must try to understand them by these few actions; they have come in from the street, they are in a waiting room, they’re about to have a tooth extracted; they’ve come from a bar, they are in the lobby of a hotel and they are about to go up to their room; they’ve come out of their house in the morning, they are in the lift and they are about to start work at the office, etc.

11. CASE STUDY 1- How much are you willing to pay for 307?

-= CÂT DAI PENTRU 307? =-

The play has been created and performed for the first time within the pilot project “ReCreate The ARTitude” from 2006. We had the opportunity to perform this play 2 times in clubs from Bucharest and we have restaged it within the 2007 edition of the FanFest Festival. The target for this play is represented by the students, taking into account that the message of the play is addressed to the students living in hostels. We are glad to admit that it had a huge success and we believe that it is partially due to the scenario that fully respects the structure of the Forum Theatre. 

The theme of the play is obtaining a better room in the hostel in exchange for bribery and the complications deriving from this situation. 

The action takes place in a hostel in Bucharest.
Characters: 

· The oppressed: Mihai, a provincial freshman; 

· The oppressor: the sly Luci Feratu that was supposed to graduate a long time ago and has no right to live in the hostel;

· Other oppressors: Cerasela, Luci Feratu’s girlfriend, the superintendent - “auntie” Aglaie that has been working in the hostel for almost 20 years;

· Neutral characters: the cleaning lady – “auntie” Tanta, someone else from the hostel and Radu - Mihai’s roommate;

· The oppressor’s allies: Monica – Mihai’s schoolmate and a very good friend and Mihai’s aunt that is from Bucharest;  
Scene I:

The cleaning lady is sweeping and talks to Luci. He is looking for the superintendent. Luci sweet- talks his way into finding out how many rooms were there available that year, settling also the price to be asked. He goes back to his room, place where Cerasela steps in and lets him know that she had run into a potential client, another “sucker”. This is the way in which Mihai gets to Luci and he is fooled into buying the room. Luci also mentions that Mihai could count on him for anything.

Scene II:

Radu is playing on the computer and Monica asks Mihai to have her birthday party organized in the hostel. Luci steps in and reminds the two that nothing goes on in the hostel without his approval. Monica and Mihai have no time to express their opinion; Luci is the one planning everything. Mihai is embarrassed, but he doesn’t do anything as he is afraid not to be kicked out of the hostel.

Scene III:

Monica’s birthday party is dominated by Luci and his friends and the party is a total failure. An unhappy voice is heard from the hostel protesting about the noise. Next morning, Monica is very upset with Mihai. Luci steps in; he is irritated about the fact that he cannot find his mobile phone and he blames Mihai for stealing it. The oppressor demands Mihai to pay him 20 millions lei in two weeks time. 

Scene IV:

Luci, Cerasela (in the left side of the stage), Mihai in front, Monica ant the aunt (seated, in the back frame). Cerasela is talking to Luci while waiting for Mihai to come and pay-up his liability. Mihai calls his aunt having in mind to pay her a visit in order to steal all her earnings. Then he calls Monica that is trying to bring him back on the right track, but with no success. She gives up on him and does not want to hear from him again
Observations:

Each time the play was performed, its message was easily understood by the public, the conflict being also very clearly stated. The most obvious solutions are the ones when the pubic intervenes to change the attitude of the persons close to Mihai. The people that try to make these changes do not give up easily, they try bringing in all sort of evidence to prove that Mihai was not about to steal, eliminating this way the conflict. 

There haven’t been any attempts to change the superintendent on the premise that a person cannot be easily removed if she/he has had the same job for a long period of time; they have a lot of influence in that particular field. 

The play was a success also within the FanFest Festival from 2007, when the interventions have been realistic; the public was able to find itself easily in the situation presented.  

The following plays examples will not be that explicit when presenting the scenes. This way, we are going to be able to focus more on the team’s working experience and on the results of the Forum Theatre process. These plays have been put together by the I.M.P.A.C.T. clubs of the Noi Orizonturi Foundation, whose members are high school pupils. 
12. CASE STUDY 2-  TOGETHER?

-= Împreună? =-

I.M.P.A.C.T. Center CLUB

THE NEW – HORISONZ FOUNDATION

The main idea of the play is based on real facts. The experiences of the children taking part in the club inspired us and helped us to “corner” the issue and to give it as many solutions as possible. 

Characters:

· The oppressor: Roşca Junior;

· The oppressor’s ally: Gogu;

· The oppressed: Alex;

· The ally of the oppressed: Alex’s Mother;

· Neutral Characters: Ţuca, Dr. Roşca.

The story

The play opens with the 4 school-mates and friends: Alex, Roşca, Gogu, Ţuca, at school, on their 1 o’clock break. Roşca suggests skipping the next class. Gogu and Ţuca agree with him, but Alex doesn’t and explains that he has to go for some medical tests and History tutoring (subject that is very important to him as he wants to get into the Police Academy). In the end, Roşca promises that he would talk to his father (that is a doctor) and to help Alex have the medical tests done for free. Roşca, Ţuca and Gogu leave the stage and the scene ends.

In the second scene, Roşca’s father calls Alex’s mother to come to the practice in order to discuss her son’s test results.  The mother arrives at the practice and behind her there is Roşca that is eaves dropping. The doctor informs the mother that Alex is HIV positive. She gets scared and leaves. Roşca enters his father’s office and pressures him to confess about Alex’s condition, breaking the right to privacy of the patient. 

The third scene takes place at Alex’s home – where the boy finds out the results of his tests and where he expresses his wish to give up the idea of getting into the Police Academy.  

The bar is the place where the forth scene takes place. Roşca spreads the news about Alex having AIDS and gives his friends false pieces of information about the illness’ way of transmitting. Alex comes in and he notices the detached behavior of his friends.  

In the fifth scene, Ţuca carelessly confesses to Alex the reason for which everybody is avoiding him and that the rumor started from Roşca. Alex leaves very disappointed. 

The last scene takes place at Alex’s home, where he talks to his mother about the situation he’s in. It all ends with Alex’s wrong decision to give up on his dream, on his friends and to drop out of school. 

Representations

The number of participants to each performance was, on average, of 40-50 people, with a total of 4 performances taking place. 

The groups of viewers were very different. Whereas in one case, the group was made up of fellow I.M.P.A.C.T. members from different clubs, the other groups of viewers were made up of normal high-school students. All groups proved very active in their attempt to find a viable solution for Alex’s problem. 

The audience’s reactions

To our surprise, the viewing group formed by the most rebellious teenagers was the most open and active, finding original and very appropriate solutions. Also, their interventions were more numerous than was previously expected. Every performance left us pleasantly surprised as far as the audience’s involvement was concerned. 

The hard parts, the easy parts

The weak points of the non-actors and Joker can be explained through stage-fright and nervousness. They can be easily remedied through practice.

As far as strong points are concerned, there are many to mention: the non-actors were very spontaneous in their reactions to the interventions, they were open and greatly encouraged the audience. The Joker has developed new abilities that helped him deal with the diversity of the audience groups.

A worthwhile story

What the team appreciated the most was the fact that a young man, during his intervention, added a new scene to the play, which led to the most efficient solution for Alex’s problem. 
13. RESOURCES RESOURCES RESOURCES
BIBLIOGRAFIE:
 
· Theorising and Practising Forum Theatre 
Act, Learn and Teach: Theatre, HIV and AID; Toolkit for Youth in Africa”
-          one of the most complete and adequate material about practising Forum Theatre 
-          we recommend 100% - will help you for sure
 
http://unesdoc.unesco.org/images/0014/001492/149283e.pdf 
 
Mixed Company Theatre – an organization that is using Forum Theatre and they have some useful resources: 
http://www.mixedcompanytheatre.com/for_educators_resources.html 
 
· Games and Exercises
 Improvising Exercises 
http://improvencyclopedia.org/download/book.pdf 
 
Theatre-Based Techniques for Youth Peer Education: A Training Manual 
http://www.fhi.org/NR/rdonlyres/ephz233yvpsqhohjn67zfovu5wzgk65q3ozwwgq3vkuvcqmkntapgzwy64jahjkorb2vpgwh4rhlaa/theatrefull1enyt.pdf 
Other exercises:
http://www.learnimprov.com/random_structure_warm_ups.php 
 
How to be a better improviser
file:///D:/materiale%20utile/teatru/howtoimprovise.html 
 
http://www.theatreoftheoppressed.org
This web site supposes to be the one that is coordinated by Augusto Boal close team.
Play on this web site; is a list of the organization that are in the world practising FT; not all of them that’s for sure –because is not complete and not even updated; are some discussion on the forum…and also some library section where you can see some books that you can buy
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