Theatre of the oppresses: THE TECHNICAL ARSENAL
A. THE CENTRAL IDEA
The poetics of the Theatre of the Oppressed has two fundamental principles:

1) To dynamize the spectator by helping her/him to become the PROTAGONIST on stage as preparation for being the protagonist in their own life. Dynamization is the contrary of the ARISTOTELIEN CATHARSIS THAT ELIMINATES. THAT PURGES THE HAMARTIA*. The dynamization is , therefor, the opposite of the political catharsis. Obviously, this dynamization involves the elimination of blocks and thus involves the catharsis of those elements which are blocking, shy-making, inhabiting and reducing

The dynamization does not mean simply warming up of the public, their physical, emotional and intellectual overstimulation of excitation, anarchistic and chaotic: to dynamize means to evolve through a MAIEUTIC* process of questioning (by word and by action) towards the confrontation of the spectator with the alternatives to be found in a given situation: it means to put the spectator in front of the NECESSITY of the choice, FREE and RESPONSIBLE. Free, because s/he can choose between at least two different possibilities. Responsible because s/he must be ready to face the consequences of the choice. We can show the different possibilities, the different alternatives, study together the different consequences, but is the spectator who must make the choice, because it is s/he who is running the risk which the choice involves. DON’T BREAK THE EGG TO HELP THE CHICKEN TO BE BORN.
In the maieutic process it is necessary to study and to understand the social reality(the mechanisms of the oppression, tools and strategies for liberation, the forces in conflict or in contradiction etc.) and do that through the ACSESIS which consists in moving from the PHENOMEM
to the LAW which rules the phenomenon; from the singular to the particular and from the particular to the general, from the concrete to the abstract, from the significant to the signified.
2) TO EXTRAPOLATE IN REAL LIFE the actions tried and rehearsed in the fictional. That is to say, to transform the reality, to create the future instead of waiting for it!  It is not enough to interpret reality, we must create it. THE ULTIMATE GOAL OF THEATRE OF THE OPPRESSED IS CONCRETE ACTION, however small it may be.
A. THE PREMISE
To reach these goals, Theatre of the Oppressed starts from the following premise: 
THE THEATRE IS THE CONSCIOUSENESS OF THE THEATRICAL LANGUAGE WE INEVETBALY USE THROUGHOUT LIFE, EVERYWHERE AND ALWAYS, WITHOUT BEING AWARE OF IT.

It’s M.Jourdain’s prose. All the elements of theatrical language exist already in daily life: the human body, the voice, movement, the passion, the idea’s, the scenery, the sounds, etc.

The theatrical language is a language of the senses: it is the most complete because it contains all the other languages. It’s essential element is the body. After all,  before anything else we are our own bodies. The most abstract of ideas are thought by the body. THE BODY IS THE THEATRE
When we acquire a consciousness of this language, we codify it. In almost all of the totality of theatrical codes, be it from the Orient, or to the West, be it in the past or today, there is always one essential element to these codes: the division of the space: one space for the actors (those who act) and one anesthetized space de-activized for spectators (those who watch).

This divisision of the theatrical space into two zones determines the intransitive movement from one zone to the other ( from the stage towards the public), of the ethical, political world that is represented there – an over – activated reality penetrates the other and imposes itself on those who have been de-activated. This can become an insidious way to inculcate the dominant ideology not only BY the theatre but also by television and cinema. This penetration as called EMPATHY by Aristotle.  In the Theatre of the Oppressed we do eliminate this division, but we make it transitive: everyone can go on stage. This transitivity is called SYMPATHY: it happens when there is only one shared reality between the stage and the public.
In the same way that this functional division of space is sacrosant (be it the proscenium, theatre-in-the-round, all purpose, etc) in the unconscious theatrical language of daily life, certain codes are established equally unconsciously and divide up the space, at times in a visible and obvious way (a trail, a meeting, mass, etc) these are RITES. At other times, there are those of a less spectacular nature but equally efficient (the restaurant, going home, the place each member of the family has at the diner table, the correct gestures which correspond to each person’s social status etc.) These are the RITUALS.
The rituals are the predetermined actions and reactions that one does in daily life without thinking, without choosing, which coerce us. The rituals impose on each one of us a SOCIAL MASK. The mask is the confrontation between the living personality and the constraints of the reality. The masks are the embalmed part of our body, our thoughts.
------------------------------------------------------------------------------------------

The conscious acceptance of the unconscious social language can lead us to the creation of crystallized forms, frozen shows, styles, types of theatre or it can simply remain a living and fluid language in the same way that a piece of dialogue can become a piece of oratory or not. The theatre as we know it is the result of this crystallization, in certain structures in a more or less rigid fashion (like Racinian tragedy) or flexible( like   Commedia Dell’arte). Theatre of the Oppressed on the other hand is a SYSTEMIZATION of the theatrical language. As a language, it is made to be living and dynamic, to be spoken. Never frozen.
B. THE ORGANIC SYSTEM

The Theatre of the Oppressed is an organic poetics. It cannot be separated into parts. Each of the elements make up an integral part a totality.

The systemization of the theatrical language as used by Theatre of the Oppressed consists fundamentally of the following:

A group of oppressed define an oppressive reality and transform it into images (we aesthetisize this reality) : Then, we define the oppressions which exist in the interior of the image-model and we try, in the image, all possible actions which can break the oppressions: in looking for alternatives we can create a reality always within the image. But we know that THE IMAGE OF THE REALITY IS THE REALITY AS AN IMAGE. Then, finally, we try to extrapolate this new reality in the so-called objective reality. We perform in life and we live the performance. FICTION DOES NOT EXIST. Nothing is fiction. Everything is always real.
This doubling of reality is possible only because it is an oppressed her/himself who create each image (spoken or silent, dynamic or immobile) with which we can work. It is an oppressed her/himself or another oppressed who identifies totally or analogically with the oppression . The oppressed becomes an artist who belongs in two worlds, that of so-called objective reality (where the oppression exists) and that of her/his image (where we can practice breaking it before returning to the first). This double belonging is called METAXIS. Without metaxis there is no Theatre of the oppressed. In other words, one cannot do Theatre of the Oppressed with those who are not oppressed. Solidarity is not enough: we have to run the same risk.
C.  THE METHOD
The method of Theatre of the Oppressed begins with the study of the aesthetic tool, the body. This method is developed through EXERCISES, GAMES, TECHIQUES and STUCTURED FORMS.

1) EXERCISES

The exercises are a physical MONOLOGUE which are aimed at self-analyses, self knowledge, the discovery of the physical specializations (professional, economic, cultural, etc) of the masks, the mechanizations, of the atrophies and hypertrophies.
 
Theatre of the Oppressed exercises are aimed to unmask, to search for the body’s harmony (never a new specialization) . We avoid those exercises called “professional”  which can masker hypertrofhy, even if they are good for those who practice artistic professions – dansers, singer, actors etc - .
INDISPENCEBLE CONDITIONS: without violence, with pleasure; avoid pain, super-effort, heroism, excess

2) GAMES

The games are a physical DIALOGUE: We receive and transmit aesthetic messages, that is sensorially .

INDISPENSIBLE CONDITIONS: non-competitive, with solidarity; we must not try to be better than others, but to be better than one selves. In the games we are looking for the possible alternatives, the variations. We avoid the automatic, the mechanical.  We invent, we change, we create.

FUNDAMENTAL OBSERVATION: An essential part of the Theatre of the Oppressed method is the ANALYSIS and the SYNTHESIS. In order to develop the aesthetic apparatus, it is absolutely necessary to ANALYSE each sense separately (toch, sight, hearing) befor the are reunited into one synthesis. It is very important to experience each sense in its specifity and in the globality of the body. We analyse in order to enrich the synthesis. We have to know each cord, but we also need to know each note of the orchestra and each instrument.

Remember that certain exercises can be converted into games. Certain games may have an exercise side. Some techniques. games and exercises can resemble certain productions. A brutal and unchanging separation does not exist. But this should not stop us from calling a special spade. Because each one of these terms reveal a precise reality; even when it is superimposed on another.
3) TECHNIQUES

The techniques are those work-processes which have as a goal:


Stage one: The TRANSUBSTANTIATION of reality, that is to say the creation of a second world where we are going to perform: the world of the image-model. These are above all, the image techniques and the improvisations.


Stage two: Techniques of DYNAMIZATION, as defined. Especially the fifth category, the waking-up games, the special techniques of the “Cop in the Head”

Stage three: Techniques for STRUCTURING THE MODEL in context of which we will be researching how to break the oppressions, especially the techniques for structuring a forum theatre and invisible theatre: dramaturgy, staging and interpretation.

4) THE STRUCTURAL FORMS OF THEATRE OF THE OPPRESSED, FORUM THEATRE AND INVISIBLE THEATRE.

Remember in these two forms, it is the oppressed who SPEAK “THEATRE” (the theatrical language). Therefore here EMPATHY does not exist (the stage-world does not penetrate into the public’s world) but SYM-PATHY (there is only one world, the public and the stage together). Theatre of the Oppressed is not the theatre for “thóse poor devils”.
