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Abstract
	This paper delves into the connection between arts, the emotional and communal benefits it has on its participants, and the act of protest in the modern American atmosphere. It works to showcase the place of live theatre and performance in the current stylings of the No Kings and Anti-ICE protests happening in the US throughout 2025 and 26. It aims to find a link between artistic participation and personal health through multiple studies as well as personal experience, and communal health through the study of the applied form of theatre. It then looks more directly into Boal’s work with his forum theatre and the concept of the ‘spectactor’, before turning all of the presented information to the strange and performative occurrences happening in a corner of the United States centered around Anti-ICE protests and sentiments. 
	









Introduction
	I am American. Obviously. Studying overseas in Wales, a place not too ecologically different from my hometown on the US West Coast. Yet the social environment could not be all the more different. I left the relatively peaceful conjoined Oregonian cities of Eugene-Springfield in September of 2025, just as the political environment was starting to explode into the pure, express hostility it has festered into now. I felt the underlying creep of tyranny, everyone did; half of the people I talked to, half of my friends all congratulated me on the fact that I had found a safe and secure way to leave the country. There were protests almost every weekend, groups sitting outside the courthouse with painted signs, fighting for a greater change. Thousands of people, local leaders, all stopping their lives to yell and scream and fight for something better.
	I remember seeing the first No Kings protest in 2025 (Register Guard, 2025). I mostly remember it because I had to park in a different spot than I usually do when I go into downtown Eugene. I frequented a coffee shop along one of the main roads, a road that was suddenly filled with protesters. I stopped in the coffee shop, full of people with signs hiding from the sweltering heat. All of them exhausted. All of them hoarse from yelling. Yet I remember them being kind and friendly. I am a creative type. I was an active member of the local theatre scene, a scene that was very upfront and upcoming about its involvement in local activism. Many of my good friends, fellow actors, were even out marching through the city while I was waiting for my lunchtime coffee. I suppose that made me an outlier in the group; because once I got my coffee, I stood and watched the commotion. Watched the waves of people toss and turn for a minute. Then I turned and went home.
I regret that. Leaving the protest behind.
In that regret, I started to read.
And learn.
	In this paper, I aim to deepen the understanding of the connection between the art of live performance and the medium of political protest. I also aim to find and explore the connections between engagement with the arts, personal wellbeing, and community health. This is in the hope that the proceeding paper can function as a call to action for the reader; a motivation to find a way to involve themselves in their local artistic community, if possible, as well as make their voice heard politically. I also aim to provide examples on how theatre and the art of acting have affected the way protest is conducted, as well as to provoke the reader to consider how they interact with the act of protest. I also aim to provide the idea of protest and play, and the idea of the ‘tactical theatre’ as a form of activism. Due to the rapid enshittening of the United States political environment (Down, 2026), it is more important than ever right now that the people protest in favor of humanitarian causes and against the active deportation and support of the war in Palestine. All of this to say that I hope that the reader doesn’t make the same mistake I did, in not joining the march.





Part 1: The Arts and You
	I carry a personal belief in the idea that everyone, regardless of who you are, should try acting at some point in your life. Whether it’s in middle school, high school, or as someone who can get the senior discount, I think it is entirely beneficial as a person to give the live theatre a swing. Now, this is an opinion formed under the umbrella of someone who grew up spending most evenings stuck in a rehearsal, so, I suppose there is some small amount of bias there. In this part, I hope to lay out the reasoning behind this belief as a call to action—in the hope that the reader will feel motivated to find a way to become personally involved in their local performance scene if that course of action is possible. This section will include information on the benefits of live performance, the potential for personal connections found within the medium, and some excerpts from a conversation I had with one of the community leaders in the arts scene of my hometown. 
	To start, let’s talk about one of the most common forms of live performance: Singing. Group singing is one of the most fundamental cornerstones of community building and is one of the oldest forms of group performance. As David Cox writes in his BBC article: 

There could be some deep-rooted reasons for these benefits too. Some anthropologists believe that our hominid ancestors sang before they could speak, using vocalizations to mimic the sounds of nature or express feelings. This may have played a key role in the development of complex social dynamics, emotional expression and ritual, and Street points out that it's no accident that singing is part of every human's life, whether musically inclined or not, noting that our brains and bodies are attuned from birth to respond in positive ways to song. (Cox, 2025) 

	Additionally, research has shown that the act of group singing can be a particularly good group bonding tool. Calling back to Cox’s article, he states “Research has shown that complete strangers can forge unusually close bonds after singing together for an hour.” The act of singing together not only creates a place in which bonds can be easily created, it also asks for cohesion, a synchronization of the gathered singers. I, anecdotally, have been an avid singer my whole life and participated in multiple choir environments growing up. I can say from personal experience that the simple act of singing alongside someone else broke down the social barrier and allowed for deep social connections that lasted throughout my entire childhood. 

	Activities that involve the simultaneous engagement of multiple individuals, for example group participation in activities such as crafts and singing, are particularly effective at fostering cooperation, self-concept and a sense of social inclusion for children, adults, families and communities and across different cultures. (‌Fancourt and Finn, 2019)
 
	To look at another storied area of live performance, the live theatre is another excellent source of social development and bonding. Additionally, acting as an art asks for a connection to a character other than oneself, whether it be from the audience’s perspective or the actor’s. This simple requirement leads the engaged parties to “step outside of their own perspectives and consider new ways of seeing the world.” (Debartolo, 2025). 
This kind of imaginative engagement builds empathy. When people attend live theater, they’re invited to step into someone else’s world—to see through a character’s eyes and feel what they feel. Research shows that the more emotionally connected audience members are, the more likely they are to empathize with the characters on stage and reflect on complex issues like identity and inequality. Theater doesn’t just entertain; it encourages new perspectives and deepens emotional intelligence. (Debartolo, 2025)

	Acting and live theatre allows for incredibly deep connections to be formed with the people around you in a comparable way to what was talked about for singing. The synchronicity that is asked of a cast throughout rehearsal and into performance creates a strong bond, a bond that extends to the audience. Additionally, something to be mentioned is the diversity of roles within the theatre outside of the actor’s spotlight. There are almost always spots open to volunteers such as stagehands, spotlights, backstage tech. These roles still ask you to make the same fundamental connections, analyze the same text, and connect with everyone else on that stage. From personal experience, the largest barrier to entry in at least the community theater is that of the time investment. An investment that I have always found to be more than worth it.

When exploring something new, it can lead to a deeper appreciation for the arts. Even a single night at the theater can offer more than entertainment—it can spark connection, inspire reflection, and open the door to a fresh perspective. (Debartolo, 2025)

Part 2: The Arts and The Applied
	Now, to turn our attention to the genre of ‘Applied Theatre.’ As Megan Morgan puts in her in interview with The Stage: “’Applied theatre is an umbrella term, but all of it comes back to one thing: the people,’ she says. ‘It’s about bringing people together, using drama to raise awareness, bring change and understanding, and challenge what is accepted as the norm.’” (Marsden S., 2023). Applied theatre is often directly associated with social and political movements, as well as community support groups. 
Teaching fellow Saul Hewish describes the ethos as rooted in dialogue and ethics. “We view applied theatre as a practice of creativity, care and critical reflection – one that is collaborative, responsive and ethically aware.” (Marsden, 2023).
	Multiple methods of community support falling under the banner of the ‘applied theatre’ have risen over the years, one being the ‘playback theatre.’ Founded in 1975 by Jonathan Fox and Jo Salas, it started as an experimental offshoot of Boal’s theatre of the oppressed. Often presented in a workshop format, playback theatre involves community members gathering and retelling an audience member’s personal story on the stage in front of the other participants. This reenactment is done without deviations from the original shared story, setting it apart from many of the other therapeutic approaches of the time. This genuine and respectful approach to the given source material not only allows a kinder and more open environment, but it also gives way to open conversation and community discourse. As Jonathan Fox writes in his contributed chapter to Prentki and Abraham’s Applied Theatre Reader (2020, p. 212): 
“…Audience tellers began to offer very serious stories, even though we did not explicitly seek them. One explanation was the respectful atmosphere the playback theatre groups, engendered; it was clear to audiences that the requested narratives were not primarily mere stimuli to showcase the artistry of the actors, but rather as elements of a genuine community discourse.” 
	Playback theatre as a style eventually evolved, creating the Participant Performance Model, hereon PPM. Created by co-founder Jo Salas after his work in an anti-bullying program utilizing playback theatre, the PPM is a program format intended to focus on social problems within a group. That group meets multiple times a week over a certain period, gathering and taking part in playback theatre in an effort to confront the communal problems they are facing. This project then also trains the participants to manage the format of playback theatre, allowing them to continue to work within the style independently. 
	
	“In the end, the message that we wanted to convey was: we are here; we are working together and think together, and we have a story to tell; we are different, but we don’t want to be unequal.” (Pitruzella, 2020, p. 245)

	Another place to look to for examples of the active effects of applied theatre is Clean Break, a UK-based women-only theatre company founded in 1979 by Jacqueline Holborough and Jenny Hicks while they were at HMP Askham Grange, an open prison. The company has lived on and is still active 2026, with a focus on the conceptions, mistreatment, and lived experiences of women in the prison system. The company is multifaceted in function, providing education programs and opportunities for creative expression to women with experience in the criminal justice system. It also has a history of commissioning playwrights to collaborate directly with the people and actors within the programs to create lived, truthful stories of the impacts of the injustices the women had faced. 

“A Clean Break commission was much coveted by female playwright. It offered a rich period of mentoring, research and immersion into the world of women, prisons and criminal just – an opportunity to tell stories of marginalized and mostly unheard voices on mainstream stages.” (Herrman and McAvinchey, 2020)

	The ideologies that applied theatre as an art form appears within are usually built around representation of narratives, communities, experiences, challenges, and breaking the stereotypes or stigmas around how those topics are perceived. This ideology is seen throughout not only the theatrical styles that are often associated with the applied theatre, but also the companies that actively work for community health under the umbrella term. The stylings of the applied are often associated with the works of certain theatrical figures, but it is most associated with the work of Augusto Boal and his theatre of the oppressed. 

Part 3: The Applied and the Oppressed
“The use of photography may help also to discover valid symbols for a whole community or social group. It happens many times that well intentioned theatrical groups are unable to communicate with a mass audience because they use symbols that are meaningless for that audience. A royal crown may symbolize power but a symbol only functions as such if its meaning is shared. For some a royal crown may produce a strong impact yet be meaningless for others.” (Boal, 1979, p. 136)

	One of the most influential figures in the world of applied theatre is Augusto Boal, the late Brazilian theatre practitioner. He is most well known for the development of the Theatre of the Oppressed, a style focused on breaking the barrier between audience and actor with the intention of confronting the oppression of everyday life. Boal found the traditional stylings of the theatre oppressive due to the audience never getting a chance to fully express themselves. He further argues that direct collaboration between the two groups is necessary to allow a cathartic and fulfilling experience socially. 
	A significant amount of Boal’s work in the scope of the theatre of the oppressed is centered around the idea of the ‘spect-actor’—breaking the barrier between audience so that the spectator may step in to take on the role of a character within the scenario. This idea creates a constant active dialogue between the spectators and actors, with the hope for social change and catharsis. As Boal puts it in his own words:
“… But the poetics of the oppressed focuses on the action itself: the spectator delegates no power to the character (or actor) either to actor o think in his place; on the contrary, he himself assumes the protagonist role, changes the dramatic action, tries out solutions, discusses plans for change – in short, trains himself for real action.” (Boal, 1979, p.135)
	In that writing, he then continues on to clarify that it is the goal of the company to transfer the power unto the spectator as a “rehearsal for revolution.” (Boal, 1979, p.135) This goal is achieved through a series of exercises focused on fully breaking the barrier, which he divides into three stages. The first degree, what Boal refers to in his writing as simultaneous dramaturgy, is the first step to inviting direct audience participation without direct physical presence. The actors will perform a short scene based on a given circumstance provided by a member of the audience. This scene will continue until it reaches a peak in conflict, at which point the actors will stop and turn to the audience for solutions. The actors will then immediately improvise these suggested solutions, letting the audience intervene to correct actions or words. The exercise becomes a conversation of theatre, one in which the actor must “give expression to the collective thought of men and women. The actor ceases to interpret the individual and starts to interpret the group, which is much more difficult and at the same time much more creative” (Boal, 1979, p.137)
	The second degree encompasses the image theatre, something that requires direct spectator interaction. The spectator is given a theme or conflict that the group wishes to discuss, then given freedom to shape the present actors without speaking under any circumstance. Once the actors have been fully shaped, the spectator is asked to reshape the actors to create the ideal version of the prompted conflict. The discussion then opens to the whole group to find how to reshape the original image to fit into the ideal. 
“This form of image theatre is without doubt one of the most stimulating, because it is so easy to practice and because of its extraordinary capacity for making thought visible. This happens because use of the language idiom is avoided. Each word has a denotation that is the same for all, but it also has a connotation that is unique for each individual.” (Boal, 1997, p. 139)
	The third and final degree is one of Boal’s most well-known contributions to the theatre landscape, and one that has shaped much of modern applied theatre technique: the forum theatre. The forum theatre starts out in the very same way as the first degree, wherein the participants are asked to tell a story showcasing a political or social problem with a difficult solution. This scene is fully played out to a conclusion, at which point it is started from the beginning, with anyone from the audience able to jump in and assume one of the characters to lead the scene in the direction they best see fit. The spectactor who chooses to take part must fully assume the position and action of the character, with the actor standing off to the side ready to jump back in when the spectactor deems their intervention finished. This forces the audience to fully confront the idea that they must take action in order to see change. To present revolutionary ideas in a public space, as solutions to a presented problem, is something that can be done very easily and with fervor; but it is a very distinct experience taking those steps forward and taking that stance, even just on a stage. Altogether, these three degrees of Boal’s work create a series of exercises that warm the audience to the idea of becoming a spectactor and create a space in which revolution can be rehearsed. 
“We are used to plays in which the characters make the revolution and the spectators in their seats feel themselves to be triumphant revolutionaries. Why make a revolution in reality if we have already made it in the theatre? But that does not happen here: the rehearsal stimulates the practice of the act in reality. Forum theatre, as well as these other forms of a people’s theatre, instead of taking something away from the spectator, evoke him a desire to practice in reality the act he has rehearsed in the theatre. The practice of these theatrical forms creates a sort of uneasy sense of incompleteness that seeks fulfilment through real action.” (Boal, 1997, p.140)


Hello there. You may be wondering why it’s taken so long for I, the writer, to reach a conclusive point to all of writing. You may be wondering why I spent so long on Boal and his three degrees. You may be wondering what to get for lunch, or dinner, and honestly all I can say is that a sandwich will have the lowest chance of upsetting your stomach. I do not have a source for that. I do apologize for my seeming waffling about, but I assure you that it has been done with purpose, foresight, and caffeine. All of these points have been made in order to collect them all and make a big picture outlining the ways that these different aspects of the theatre and performance can be used to contribute to actively protest, in the same way you make a haiku out of the fridge magnets with small phrases on them. Well, without further ado:
	

Part 4: The Theatre and Protest
	I am writing this the day after the March 2026 No Kings protest across the United States. I am unsure what number we are on at this point, but the fact that we are on multiple nationwide protests and no action has been taken is more than enough to explain the current state of the US political front. An estimated 8 million people showed up to protest in all major cities across the United States (Venkatraman 2026), the largest protest of the No Kings series—so far. Active involvement in protest across the United States is becoming more and more relevant as the years progress, very much shown through the continuously larger reported turnouts. In this section, I would like to make an argument for utilizing not only the previously discussed theatrical techniques in these gatherings, but also to integrate a sort of ‘tactical frivolity’ to further the effectiveness. 
	To start off with, I do need to confront my own biases on this topic. To start off with, I am an actor from the Pacific Northwest of the US. I come from an environment that is forever entangled in it’s own weirdness, and one that is more than ready to stand up to tyranny in its own ways. Inflatable costumes, for example, have become somewhat of an icon in the protest against the actions of Immigrations and Customs Enforcement (from here on ICE) due to a protest in Portland, Oregon, the living center of bougie weird white people. If you’ve seen the show Portlandia, it is not far from the truth. During a protest outside of an ICE facility in December of 2025, one protester was knocked over in a confrontation with the present security. Another protester, dressed in an inflatable frog costume, went to help and had pepper spray spritzed into the air hole in the backside of the costume. A clip of it happening circulated the internet, and inflatable outfits became a statement, a marker of the anti-ICE protests in Portland and beyond (Roy, 2025). 
	This kind of behavior is what I hope for in these protests. Out of this single video arose not only a movement that provided other protesters with inflatable costumes named “Operation Inflation”, but also a Portland-based protest support group called “The Portland Frog Brigade”. This ridiculous, playful behavior that sprung up around the very serious matter of ICE’s effects on the city helped to diffuse the outside perception of the city and it’s people. A vital diffusion, considering the President had called the city “war-ravaged” just two months prior to the frog situation (Lee, 2025). The inflatable costumes continue to make appearances at the different marches, including this last one, maintaining their original intention even through into the most recent march. Moreover, providing these costumes lowers the barrier to entry for these protests: it provides a level of anonymity and innate unity with other similarly dressed protesters. Movements like Operation Inflation also handed them out for the short time they were active, lowering the barrier even further.
The frog costumes, as well as more that we will be looking at momentarily, are an example of the inextricable link between performance and protest. As Fuentes puts in her 2015 writings:
Contemporary activism in both its “live” and online deployments exposes the intertwined relationship between aesthetics and politics. Though historically there have been numerous examples of tactical uses of embodied behavior within so-called civil disobedience events—contemporary protests rely heavily on symbolic elements and uses of the body to communicate claims across borders and languages.
	The frogs, the signs, the singing, all convey a connection throughout the groups of protesters. These explosions of weirdness under a unified banner help to develop an aesthetic that speaks out in favor of the protesters. To look back at Fuentes, she writes: “More and more we witness and participate in local and global acts of protest and solidarity that entail visual, aural, and behavioral figurations evaluated by demonstrators as effective ways of making claims, reclaiming spaces, and denouncing abusive conditions.”
Did all of that make sense? Good!
Now let’s make a hard left turn into a metaphorical tree.
[image: ]
(The Register Guard, 2026) (This is your one picture, enjoy it)

	This is the Eugene-Springfield sect of ‘The Raging Grannies’, a series of disconnected protest groups that have been active in civil movements since the early 2000s. There is no functional governing body for these older women; rather a banner under which certain protest methods have developed. Luckily, there was an article written in 2007 about the grannies and their mission statement that still holds true today. The Raging Grannies are typically groups of older women, known to show up to protests and movements with songbooks in hand filled with parodied song lyrics outfitted to the situation. They also dress in stereotypical bright and colorful clothing, making their appearance rather loud, obvious, and hard to ignore. 
	“Well, the only way we’re going to get anyone to notice us and pay attention is to dress ridiculously. Now that we have your attention, listen to what we have to say.” (One of grannies, 2002, in Roy, 2007)
	These elderly women not only show up in loud fashion, but they are also loud about their message. The main method of protest seen across the different sects of Raging Grannies is song, singing parody songs at protests. To call back to Farncourt and Finn’s writings, Cox’s BBC article, and Debartolo’s Article, song and communal singing is not only integral to us as human beings, but it helps to develop bonds quickly within groups. The performative nature of it also creates bonds between the grannies and the audience, allowing for a better understanding of the message that the group wishes to convey. The frog costumes, the sign making, the aesthetic of the modern American protest calls for the engagement of the outside observer. It asks for the viewer to engage with the protester’s perspective, confront the truth of the hardships that they are fighting against. It asks for the audience to join in and make their voice heard, to make the move for social change of their own accord; it asks for the audience to become a ‘spectactor’. 
	So that is my perspective on this all, sitting across the seas. Part of me still wishes I was there, just for the sake of participation with a deeper understanding of the workings of the protest. To end this paper, I would like to present one of the most interesting pieces that I found in my research: a writing by an L. M. Bogad, cofounder of the Clandestine Insurgent Rebel Clown Army, an activist group that was only active for a short time in the early 2000s. L. M. Bogad put forth in his writing the idea of the tactical carnival: sudden, colorful performances “embodied by a movement that identifies itself as global, anti-corporate, and anti-authoritarian.” (Bogad, 2011, p.180)
I posit that the goals of tactical carnival are:
• to declare and occupy a joyous, participatory and semi-anonymous, relatively
safe place for power inversions/subversions. “Celebrity” has been explicitly
denounced in some movement literature in favor of the relative anonymity of
the mass. These spaces are also meant to be non-dogmatic/sectarian, a more
open place for wider participation. The hope is that more people will join the
movement when a space for this kind of joyful participation is opened up.
• to put a friendly face on the movement as a way to interrupt what I refer to as
the hegemonologue (a portmanteau of hegemony and monologue) of the corporate media and state rhetoric, which often demonizes other activists as crazed, nihilistic hooligans. The idea is to insert images that at least partially disrupt or disharmonize the barrage of negative images (for example, a clown kissing a riot shield juxtaposed with the usual images of street melee and property damage), and to replace the usual “story of the battle” (street fights, vandalism, etc.) with the “battle of the story” in which colorful and creative costumes, dance, music, performance, and improvised interactions give a new look to the movement and its agenda (Interview with D. Solnit). These events also attempt to interrupt another aspect of the hegemonologue, which is that of the rhetoric of inevitability of corporate heglobalization, by demonstrating that better alternatives are possible.
• to key an experimental mode in which new ways to play with and around power
can be tested. The idea is to develop less obvious and predictable ways to
interact on the street with agents of the state, corporations, and passersby.
Much of the creativity is intended to have the effect of dispelling fear and
tension during confrontations with massive police presence, for example.
• to create an celebratory culture of active defiance as an alternative to the
everyday life experience of many people—in response to a widespread
frustration that many participants feel—regarding their official relegation to
the role of consumers of culture and spectacle rather than creators/spectactors
(Boal).
(Bogad, 2011, p. 180)
I believe that, in the modern American political atmosphere, these ideas and rules are something to keep in mind when employing these more ridiculous tactics. It is the culmination of everything I wish to point out in this paper: the communal and personal benefits to participation and viewership in the arts, the arts utilized as a tool for social changes, Boal’s ideal of the rehearsal for revolution and the idea of the spectactor, and the spontaneous ridiculousness found in many modern protest tactics. 
Very well.
		I believe that’s all I have to say.

				I never could end my writings professionally,
	Apologies.
			I hope it was entertaining at least.
Au Revoir, Levi Dorrah-Stewart.

Literature Review
· The Applied Theatre Reader, Prentki T. and Abraham, N.: This book is sort of a lexicon, a reservoir of information on applied theatre and how it’s being used. This is conveyed through a series of interviews, papers, and source writings from leading players in the field. Edited by Tim Prentki and Nicola Abraham, it is a large source of my findings due to the diverse nature of its information. It includes writings from Augusto Boal and Noam Chomsky, as well as information on Brecht, Geese Theatre Company, and Clean Break Theatre. 
· What is the evidence on the role of the arts in improving health and well-being, ‌Fancourt, D. and Finn, S.: A full writing on the benefits of active participation in the arts. This is another vitally important piece to what I aim to talk about in the push to join the artistic community. The report covers the effects of engagement with the arts, divided into five general categories, and what benefits they promote. It also covers the arts effects on management and treatment of illness, mostly mental and a small section on physical and developmental.
· Performance, Protest, and Politics, Fuentes M.: Holds some information on the connection between ‘Politics, Protest, and Politics.’ A short writeup summarizing a series of interviews taken throughout the 2000s and early 2010s. This writeup is mainly here to make points about the different methods of live performances used in protest with historical examples. 
· The plague of frog costumes demonstrates the subversive power of play in protests, Roy C.: An article from late 2025 about the sudden appearance of inflatable costumes in protest, especially in Portland. This article is here partly for the sake of having example pictures, but it is important for the point and connection between the styles of protest and play. 
· Bets on US-Iran ceasefire show signs of insider knowledge, say experts. Down A.: Mostly here to showcase the current and rapid enshittification of the USA and how the current political state is being treated by the people that are actively causing said Enshittification. 
· Cultural Activism, Begüm Özden Firat and Aylin Kuryel Aylin Kuryel: A series of writings on cultural activism combined into a full book. It’s only here for a single segment, written by L.M. Bogad, covering the principles of the protest company of CIRCA, which he helped to found. These principles are here as a capstone to the section on protest and play, and how they relate to the theatre and live performance. 
· ‘Carnival: Resistance Is the Secret of Joy,’ Notes From Nowhere Collective: An essay written by an activist collective from 2004. Contains information on the history of carnival used for protest and social change. Here to provide background to the protest and play section. 
· Why singing is surprisingly good for your health, Cox D.: What it says on the tin. A BBC article about singing and its connection to emotional, physical, and communal health. A bit of a cornerstone for the entrée section of this paper, as it entirely covers what I mean to talk about when it comes to the benefits of a personal delving into the arts. It is the source from which my argumentative wellspring flows.
· The Theater Effect: Benefits of Live Performances, Debartolo Performing Arts Center: An article talking about what they call “the theatre effect,” the positive effect that engagement with theatre and acting brings upon you. It covers both sides of the story, the actor and the audience. I bring it to make points for personal involvement in the theatre, as well as later points about acting and protest.
· Applied theatre: what is it and is it the right path for you? Marsden S.: Used as a source for the introduction to the idea of applied theatre. The main thing pulled from the source is a definition for the general idea of “applied theatre,” as well as some introductory information on the topic. 
· Teatro Completo, Brecht B.: Stolen from The Applied Theatre Reader, it is only there from which to pull a singular quote. Ta da.
· ‘No Kings protests: Thousands across the US rally against Trump.’ Venkatraman S.: An overview of the protests, gleaned for up-to-date basic information.
· Trump Says Portland Is ‘War Ravaged.’ Here’s What to Know About Crime in the City. Lee C.: Mostly here for a source of the quote and resulting “what the hell is he going on about” from anyone that’s been anywhere close to Portland.
· See photos of anti-Trump No Kings protest in Springfield, Lonergan B.: There for the photo library. Nuthin more, nuthin less.
· ‘When Wisdom Speaks Sparks Fly: Raging Grannies Perform Humor as Protest.’ Roy C.: A writing from 2007 detailing the early exploits of the grannies, as well as the initial intentions with the older groups. These intentions and strategies still exist today it seems. 
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