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Foreword

When did people start playing theatre and how long has the art of theatre
existed? Is the first question the same as the second or are both fundamentally
different? The answer is: yes and no since the discussion about the origin of
theatre is as deep as it is rich and complex.

One important theatre theorist is the philosopher Aristotle. In his work
“Poetics”, the earliest surviving work of Greek dramatic theory dating back to
335 BCE, he helps us better grasp the above questions by stating that humans
are imitative, and that the imitation of life, “mimesis”, is one of the key
methods to learn about the world and to make it a better place.

This is where the Civil Peace Service (CPS) connects. As a global programme
of Deutsche Gesellschaft fiir Internationale Zusammenarbeit (GIZ)

GmbH, we are committed to a world in which conflicts are settled non-
violently, working in different thematic areas such as dealing with the past,
reconciliation and dialogue, as well as the protection and promotion of human

rights.

With this in mind, theatre, music, performing art and visual arts along with
other socio-cultural approaches serve as important conflict transformation
and peacebuilding tools which stimulate encounter, exchange and empathy,
whereby interpersonal and social tensions can be transformed into trustful
relationships.

Theatre is therefore an important CPS-tool, here in Jordan and beyond. In
2018, when the GIZ-CPS Jordan programme opened the office in Amman,
Lisenka Sedlacek joined as a theatre pedagogue the GIZ-CPS team. Lisenka’s
three-year engagement was at Creativity Club Karak (CCK) in the southern
city of Jordan, Al-Karak, where she and her partner organisation designed and
implemented a series of Forum Theatre workshops, initiated, and drove the
conceptualisation of this manual.

A big thanks goes to the co-author, Anne Dirnstorfer, whose work is meant

to empower people to get inspired by theatre in general and by the Forum
Theatre technique. We would also like to thank everyone who has been part of
this journey: workshop participants, CCK, and GIZ-CPS colleagues.

The visualization in this book is drawn by Rania Hamad Albayaidah, an artist
from Al-Karak.

We sincerely hope that “Forum Theatre in Peacebuilding” will be embraced
where it is needed.

Katrin Séris

GIZ-CPS Jordan Programme Coordinator



Introduction

This manual offers both practical and theoretical insights into the
methodology of the Forum Theatre. It is offered as a resource for youth
workers wishing to use the methodology to engage young people towards
positive social change. The different chapters offer guidance on how to design
a Forum Theatre process that remains true to its core values. There is a special
focus on theatre work in the context of Peacebuilding. Most of the methods
selected draw on the experiences of the GIZ Civil Peace Service’s youth
project “Theatre for Change,” which was implemented by the Creativity Club
in Al-Karak, Jordan.

Chapter one outlines the background of the Forum Theatre approach and
the philosophy which underpins it and explores the linkages between the
values and perspectives of practitioners from the spheres of Theatre and
Peacebuilding.

Chapter two explains the steps of a Forum Theatre dialogue in more detail and
explores the practical aspects of starting a Forum Theatre group. The “Theatre
for Change” project is presented as an example from Jordan in a separate
section.

Chapter three gives practical recommendations for exercises that can be

used in a Forum Theatre group, based on experiences from the “Theatre for
Change” project in Jordan. The exercises presented cover every aspect of the
overall process from warming up to developing the play and post-performances
process.

Finally, chapters four and five provide references and acknowledgements for
contributions to the manual.




1) Forum Theatre as a Peacebuilding Approach

Opver the last decades there has been a growing tendency to include theatre
approaches in peacebuilding, especially when working with youth. Social
workers, teachers, psychosocial counsellors, and human rights activists can also
use theatre to reflect on and actively shape the future they are trying to build.
Forum Theatre is an interactive theatrical approach with deep historical and
philosophical roots that connect to peacebuilding in a special way by creating
knowledge and developing skills, and also through building the networks

which are necessary for positive social change.

Forum Theatre — Origins and philosophy

Forum Theatre is one of the theatrical techniques developed by Brazilian
Theatre activist Augusto Boal under the umbrella term “Theatre of the
Oppressed” in the 1960s during the time of the Brazilian dictatorship. Since
then, the methodology has developed further and spread to more than 90
countries around the world. Boal was highly inspired by the philosophy of
Paulo Freire and his concept of dialogic pedagogy and the formation of critical
thinking. They both share the idea that an open dialogue is essential for
meaningful learning. Understanding each specific context must be part of this
process. Students should be able to draw on personal experience, find a space
to reflect on it, and act upon their learning. Freire points out that teachers
and students are both learners and that knowledge is created in a dialogical
relationship. The development of critical thinking is an important step in self-
development. In the process of experiencing, reflecting, and acting, students
are trying to analyse the root causes of their situations and then collectively
explore solutions.

For Boal, dialogue refers to the interactive relationship between actors and
spectators. He considered it crucial to transcend this relationship while
avoiding hierarchies and rejecting any attempts to convey messages to an
audience. His theatre forms have moved from a kind of political street theatre
(called “agitprop”) to formats that are centred on a truly mutual learning
process.

Since Boal considered every human
being to be a performer, constantly
playing different roles in their lives,
he believed that using theatrical
techniques and reflecting on what we
are doing while we are on stage can

“Artists are witnesses of their
times: they should not impose

on their public their own view of
society, their own understanding
of human beings, or their own

way to make decisions [...], they
should help others to stimulate
inside themselves the artists that lie
within” (Augusto Boal, 2002)

help us to become more aware of our
actions. In this way, Boal’s theatrical
methodology seeks to put Freire’s
philosophy of critical thinking into
practice.

The intention of “Theatre of the Oppressed” is to challenge power
relationships in society. In every society there are situations where people feel
powerless. There are certain dimensions of identities which imply different
degrees of social power, such as gender, class, race, ethnicity, tribal affiliation,



rural/urban backgrounds, religion, age, sexual orientation, certain abilities

and disabilities, nationality, etc. Obviously, these dimensions also intersect
and interlink with one another. When looking at the complex interplay of
identities we speak of intersectionality’, which Patricia Hill Collins and
Sirma Bilge defined as “a way of understanding and analysing the complexity
in the world, in people, and in human experience” (Collings and Bilge 2016).
Power relationships are dynamic rather than static. The same person can

be a protagonist in one situation (experiencing oppression) while being an
antagonist in another situation (generating oppression). They can experience a
position of power due to certain aspects of their identity while being, in other
circumstances, in a more vulnerable position because of other aspects of who
they are. For instance, a person might be in a subordinate position in their job
due to their social status but dominant one in their household due to the social
system. The term intersectionality aims to sensitise us to these complexities.
For example, being a woman and poor and a person with a disability means
that different dynamics come together, and a status of low power is reinforced.
People can suffer from exclusion or discrimination due to multiple aspects of

their identity.

While Forum Theatre is very interested in these intersections, the approach
does not try to create hierarchies between different kinds of discrimination.
The goal is to sharpen our awareness about different kinds of power dynamics
that reproduce exclusion and discrimination, and to realise which role/s we are
playing in those circumstances. Reflecting on the roles we play in a situation
of power helps us to develop our own critical thinking. Through theatrical
experiences we can learn to analyse social situations and look for ways to
transform them creatively, together with our community. Forum Theatre
wants to offer a stage, especially for those with less power, to share their visions
for change. The theatre process offers a playful and respectful space that
supports us in practising our capacity for transformation. On stage, people can
rehearse for the changes they want to see. The collective process of a Forum
Theatre performance aims to widen views. Ideally, after participating in the
process, both actors and audience feel more creative in imagining what life
could be like, and so are more able to reshape their own realities.

Forum Theatre is an interactive process (for details, see chapter 2: “Forum
Theatre in Practice”) that involves the opinions and actions of the audience. A
major part of a Forum Theatre process happens during the dialogue with the
respective audience. In that sense, the change processes that Forum Theatre
can support are always shaped by the people in the audience, along with the
actors on stage. In a nutshell, Boal wants his theatre to offer a methodology
that draws from our everyday experiences and initiates a collective creation of
critical thinking about ourselves and our roles in society.

Forum Theatre can address different target audiences depending on the chosen
topic of the play. When using Forum Theatre as a peacebuilding approach, the
choice of a relevant target group and topic should be linked to an overall vision

(1) The concept of intersectionality is derived from experiences, practices, and theories
of black women movements. Kimberle Crenshaw called attention to the multiple
dimensions of black women’s experiences.



for social change and peace. This manual draws on the experience of working
with youth. Although young people are frequently considered change agents in
their society, they can often feel underrepresented.

Peacebuilding and Forum Theatre

The Forum Theatre philosophy is closely linked to peacebuilding approaches.
In peacebuilding, we distinguish between the terms “conflict” and “violence”.
While violence is clearly considered a destructive force, peacebuilders tend to
view conflict as containing a potential for change. Ideally, conflicts should be
given spaces in which they can be addressed and transformed in non-violent
ways.

When speaking of conflict in

« . .
Forum Theatre, we usually mean Conflict transformation is to

the interpersonal level of a conflict envision and respond to the ebb
between individuals or small and flow of social conflict as life-
groups of people. Boal introduced giving opportunities for creating
his understanding of the term constructive change processes that
“crisis,” which is the escalation reduce violence, increase justice
point in a Forum Theatre play. in direct interaction and social
Referring to his understanding of structures, and respond to real-life

. . . »
Chinese pictographs, Boal explains problems in human relationships.
that the word “crisis” has a dual (Lederach 2014)

meaning: one part translating to

“destruction” and the other to “opportunity”. As in peacebuilding approaches,
Forum Theatre seeks to highlight the potentially positive force of conflicts by
inviting the use of dialogue at this critical point of tension. At the same time,
it recognises the danger of conflicts turning violent. By offering a space for
dialogue, Forum Theatre seeks to strengthen the potential for constructive and
non-violent conflict transformation.

Apart from sharing a certain way of thinking about conflict, both
peacebuilders and Forum Theatre activists believe that ideas for change need
to come from within the communities themselves. Peacebuilders see their role
as accompanying communities in their own endeavours towards more social
cohesion and social justice. Peacebuilders use the term “violence” in a broad
sense when analysing a situation, and Johan Galtung? distinguishes at least
three forms. Direct violence is only the visible part of violence and shows itself
in people’s physical or verbal behaviour. It is usually intended by someone
and represents the tip of an iceberg. Beyond direct violence, there is structural
violence. This is not necessarily unintended and involves everyone in a society.
Examples include economic exploitation and the history of colonialism

and slavery. Aspects of a legal system that favour certain groups can be also
considered as structural violence. Furthermore, there is cultural violence which
legitimises the other two forms of violence. Cultural violence refers to deeper-
rooted belief systems that inherit the idea that violence has a right to exist. It

is invisible and nourishes certain attitudes. Cultural violence harms people
indirectly and symbolically through words and images (Galtung 2000).

(2) Johan Vincent Galtung (born 24 October 1930) is a Norwegian sociologist. He was
the main founder of the Peace Research Institute Oslo (PRIO) in 1959 and served as its
first director until 1970.
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These three forms of violence are interlinked and influence each other.
Political scientist Nilanjana Premaratna, who researched the role of theatre in
peacebuilding, argues that theatre can contribute to peacebuilding by initiating
a discussion of the narratives of structural violence (Premaratna 2018).
Addressing certain topics through Forum Theatre plays, and the dialogue they
foster, has the potential to transform conflicts and prevent direct violence. In
this sense, theatre art can increase a society’s awareness of invisible aspects of
violence.

In Forum Theatre, the crisis is acted out as a moment just before the possible
occurrence of direct violence. The audience then seeks to transform the
conflict on stage to prevent the situation from becoming violent. While
preparing for the improvisational part of Forum Theatre, actors need to form
a deep awareness of the underlying forms of violence that are likely to generate
their character’s behaviour in the scene.

Finally, it is important to mention the limitations of the approach when it
comes to highly escalated conflicts, such as those where weapons or armed
forces are already present. Forum Theatre can only tackle inter-personal
situations up to a certain level of escalation, and when presented to an
audience that shares a certain interest for change. When using Forum Theatre
in peacebuilding, topics need to be chosen thoughtfully and should be directly
related to the participants. It is important to assess potential risks before
planning certain performances. In any case, it is important to work closely
together with the communities where the planned performances will take
place. Ideally, at least some of the actors on the stage should be from the same
community as the audience.



2) Forum Theatre in Practice

This chapter explains in more detail how a Forum Theatre process works, and
how to start a theatre group. It also gives insights into the experience of the
“Theatre for Change” project that was implemented in Jordan.

How does Forum Theatre work?

Forum Theatre is an interactive theatrical approach that can be applied to
generate conflict transformation. The topics for a play are taken from real life
experiences and relate to questions of power, discrimination, or exclusion.
The focus on transformation means that the dramaturgy of a Forum Theatre
play leaves space for the audience to co-create on stage. A Forum Theatre play
is like an open question to the audience. Unlike other theatre plays, it ends
abruptly directly after the escalation point within the crisis and then morphs
from a presentation of what the author thought should happen next, into a
discussion of what the audience thinks could happen next. The play’s ending
therefore remains open, and different possibilities can be explored by the
audience (both verbally and physically).

The process of a Forum Theatre performance is facilitated by a moderator
called a “curinga™, who connects the different voices from the audience to the
acting on stage. At the beginning of a performance, the curinga welcomes the
audience and gives a short introduction to the show. This part can also include
a physical warming up game for the audience (see chapter 3: “Performance —
Exploring interventions from the audience”). The actual performance consists
of two parts: the “model,” which is a sequence of scenes, or a short drama
prepared beforehand by the actors, and the “forum,” which is a phase in the
theatre play where the audience can actively intervene.

During the model, social tension is shown from its latent stage to an escalation
point. A problem unfolds between at least one (perhaps more) protagonist
and antagonist. There can also be a third category of characters that do not
take sides but serve as bystanders, or as mediators who try but fail to bring the
opposing characters together. Most importantly: during the model scenes, the
audience needs to understand the inner wish of the protagonist and to see that
they have failed in their quest to fulfil it. The model ends when it reaches the
moment of crisis and leaves the protagonist with a negative outcome. The play
stops with this moment of disappointment, shock, or frustration. The actors
stop moving and stay in a “frozen” position.

With this abrupt ending, the curinga enters the stage and initiates the dia-
logue part of the “forum” by inviting comments and interventions from the
audience (see chapter 3: “Performance — Exploring interventions from the au-
dience”). The curinga has a crucial role in the whole process, which is to ex-
plain to the audience that they are now empowered to become “spect-actors™;

(3) Boal chose the name “curinga” referring to the wildcard in card games. The wildcard
can be played in place of any other card and thus serves many purposes. Similarly, the
curinga can assume many roles to motivate the audience and connect to the actors and the
audience. The curinga needs to have an in-depth understanding of the play’s topic. Often
s'he also acts as a performer or facilitator in a workshop and the director of a play (see
chapter 3: “Performance — Exploring interventions from the audience”).

11
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activated spectators who are allowed to come onto the stage to replace one of
the actors and take on their role. The play is then performed again and at any
point any member of the audience can yell “stop!”. The actors then freeze, and
the audience member can come on stage and take over the role that one of the
actors was playing (the other actors stay in their roles). The spect-actor then
acts out their intervention and the actors in the scene improvise their reactions.
Some interventions from the audience might change the whole dynamic, some
might fail, and some might even make things worse. After each intervention,
the curinga asks the spect-actor about their experience and invites comments
and ideas from the audience for additional interventions. The curinga tries to
frame questions in a solution-oriented way. Rather than taking a lot of time

to collect reasons why something did not work, the curinga invites alternative
ideas for change. The dialogue does not focus on judging the audience’s ideas:
the goal is collective learning through open dialogue. In Boal’s words, the cur-
inga acts like “a midwife” for the audience. The curinga “must assist the birth
of all ideas, of all actions” (Boal 2002). In that sense, the curinga must reserve
any personal judgements and decisions and be truly open to work for the pro-
cess in a way that is helpful for the respective audience.

During the forum, the actors respond to ideas from the audience by
improvisation. They do this from within the inner logic of their characters.
They should not prepare any possible outcome scenarios beforehand; rather,
they should react spontaneously to whatever comes from the audience. To do
s, it is important to practise improvisation skills as part of the development of
a Forum play so that the actors are confident in acting spontaneously.

Every Forum Theatre process is unique. The interactive part of the forum is
usually at the centre of a Forum Theatre process. The table below presents
an estimated average for time planning. Obviously, the forum can last much
longer or shorter depending on the level of active participation from the
audience.

Part 1. Intro | 2. The Model | 3. The Forum — facilitated | 4. Closing
by the | developed and by the curinga with words by
curinga | presented by | different interventions from | the curinga
the actors the audience, including

repetitions of parts of the
model scene

Time 5-10 10-20 30 — 60 minutes 5 minutes
estimate | minutes minutes

Finally, when the curinga feels that the energy level in the audience is starting
to decrease, the forum should be closed by recalling the proposals that emerged
and offering the audience words of appreciation for their participation. It might
be important here to acknowledge that the forum is an ongoing process of
collective thinking, and it is not necessary to agree on a final solution at the end
of a play. Forum Theatre attempts to initiate dialogue and encourage people to
think of solutions in a joint learning process. Thus, an open end where people
continue the discussion after the show can be very productive. The collective
reflection can be ongoing and inspiring, and may also nurture ideas for future
action.



How to start a Forum Theatre group

A Forum Theatre process can be started in different ways. Sometimes, a group
of people are already working on certain issues of change, and they are looking
for a creative methodological approach to enter into a dialogue process. By
taking part in Forum Theatre workshops, they can learn how to develop a
Forum Theatre play and how to perform in public. Here, it is especially crucial
to train acting skills, especially improvisation, and to shape an awareness for
being open to the process with the audience. The group can either invite a
Forum Theatre trainer to support them in their journey or some members of
the group can undertake some training and then multiply their newly learned
skills within their peers.

Sometimes, a group has already formed with the shared interest of playing
theatre. Here, Forum Theatre can offer them a way to use theatre as a tool for
conflict transformation. As a first step, the group needs to find out if they want
to work on social change. By working with “Image Theatre™ they can then
identify their common interest for change. They must first establish whether
they already have enough insight and knowledge about their chosen topic or if
they need to conduct additional research on it.

In both approaches, it is important for the group members to become familiar
with the philosophy of Forum Theatre and to establish a trustful atmosphere.
It is important to exchange on expectations for the project from the beginning,
as this can affect the entire journey. The group members should be aware that
working with Forum Theatre includes working and reflecting on their own
experiences if they are to act for change. It is usually helpful to have one or
two group facilitators who already know and understand the Forum Theatre’s
methodology and who can facilitate both the rehearsals and the dialogue with
the audience.

Organisational aspects of the group’s work should be clarified from the
beginning: where and when can they meet for rehearsals? Do they eventually
want to perform before an audience? Do they need a budget to put on a
performance and, if so, how much, and where will it come from?

As a first step, the facilitator needs to open a process to create a safe space
with the group. The Forum Theatre group needs a working space where they
can move freely. Sometimes an empty space is created by moving the tables
in a room to the sides. Sometimes curtains are closed to stop people from
observing rehearsals. While warming up exercises are crucial for any rehearsal,
at the beginning of a group process they are also essential parts of creating a
team spirit. Here, exercises to get to know each other, walking exercises that
create awareness on the whole group, and exercises in pairs that intensify
individual connections, all help to sensitise the group. Before developing a
Forum Theatre play, the group should tap into and expand their imagination
while entering the field of image theatre and improvisation exercises.

Ideally, core ideas for the performance can emerge from images and from

(4) “Image Theatre” is one of the techniques of Theatre of the Oppressed that can be

used for many purposes. In this manual, the section “Image Theatre - Digging deeper into

the process” in chapter three explains in detail how image theatre works and how it can

support the development of a Forum Theatre play. 13
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improvisations (see chapter 3: “Play development — Shaping the question”). In
any Forum Theatre group, personal reflections and the sharing of experiences
are integral parts of the process. Participants should be willing to learn, and to
share any feelings and experiences that are triggered during the playful learning
process. Growing levels of trust will help provide a safe space for group
members to share their life experiences.

Example from Jordan — “Theatre for Change”

The Forum Theatre project “Theatre for Change” was developed as part of
the cooperation between the GIZ Civil Peace Service (GIZ-CPS) Jordan and
the Creativity Club Al-Karak (CCK) in the city of Al-Karak, in the south of
Jordan. CCK wanted to encourage youth to explore their creative potential
and artistic talents to help them take initiatives, be socially active, and become
more resilient towards discrimination and violent actions. A regular youth
theatre group was embedded into CCK’s creativity programme as a process
where young people can increase self-awareness and develop the confidence to
express themselves.

Lisenka Sedlacek, as a peace worker in the GIZ-CPS Jordan programme,
started to work with the youth group in the beginning of 2019 and facilitated
the overall process, culminating in a Training of Trainers in 2021. The project
aimed at strengthening peaceful relationships amongst youth. Theatre was
chosen as a way of encouraging the group to express themselves in ways that
went beyond words. The sense of playfulness that is generated on stage allows
people to explore different feelings and forms of behaviour in a safe space.
Working on personal stories with our physical senses and our body’s memories
can foster deep learning, including overcoming personal feelings of shame and
developing a wider connection to society as a whole.

The youth group chose the name “Theatre for Change” for their own process.
In September 2019, they took part in an introductory workshop in Forum
Theatre and decided to continue working with the approach. They saw Forum
Theatre as a great opportunity to initiate change in their communities. During
the process, they became increasingly confident in speaking about their
feelings and working with them on stage.

The youth theatre group met once a “Today I had to hold a
week for rehearsals and organised a

performance in a community centre
at the end of 2019. In their regular
group rehearsals, the young actors
came to a better understanding of
the frictions and disputes in their
families and communities. They
started to identify their own feelings
and to speak about them in the
group or play with them on stage.
The project activities helped them to
strengthen their self-confidence and build group cohesion.

presentation in front of
government officials about one

of our programmes at CCK. You
know, this was the first time I was
not afraid of speaking in front of
an audience. I knew how to use my
voice. I knew how to use my body
language. I felt so comfortable.”

(16-year-old participant)



Along with discovering the Forum Theatre methodology, the young
participants of the “Theatre for Change” project learned many life skills.
They became more aware of how to present themselves, how to speak with
confidence, and to better understand and control their breath. For some,
theatre was a pathway towards dealing with their own emotions, such as anger
or nervousness, in a more conscious way.

Although many of the group’s activities were interrupted in 2020 when the
COVID-19 pandemic started, the “Theatre for Change” group continued
after the end of the lockdown and two other projects emerged (Children’s
Theatre Group and Online Storytelling for Social Change). Furthermore, a
nine-week long Training of Trainers course was conducted in 2021 for 14
participants.

One of the most important observations from the project was the way that
the participants slowly shifted their perceptions of problems from seeing

them as intransigently difficult situations to viewing them as opportunities for
change. The theatre exercises allowed the young people to take a closer look at
patterns of behaviour in society. They noticed that common and reoccurring
judgements and reactions could be questioned or challenged on stage. Their
capacities to reflect on their own behaviour in disputes also expanded.

In a playful atmosphere, the CCK’s youth group gained collective awareness
on the topic of bullying, which they chose to explore in more depth. They
realised that they would like to see changes here, but did not know how to
initiate them. This led to the creation of questions for developing a Forum
Theatre play: “How can we address bullying at school? How can we increase
kindness in the schoolyard so that students are no longer afraid?”

Interestingly, when the group started to intensify their explorations around
bullying, they realised that the causes of bullying can be attributed to different
levels, for example at school, in the community, family, etc. So, in developing
the play, they had to ask themselves: do we want to address the problems in
school, or do we want to focus on the domestic or community spheres? What
kind of questions do we want to explore? In a process of weekly rehearsals of
two to three hours they chose the school-focus and prepared a performance
which was then staged for an audience of about 50 people. A second
performance was then organised within the CCK premises.

It was very helpful to establish a support system at the beginning of the
project. The participants were encouraged to look for someone close to them,
a friend, a family member, or a trusted person in their neighbourhood, who
supported the project’s idea of “Theatre for Change”. This person, who was
outside the group, could then be a source of encouragement at any given
moment. The participants could regularly talk to that person and share the
different feelings and challenges they were experiencing during the process.
This support system was considered a helpful addition to the processes of
reflection that also happened within the group. Furthermore, it was seen as a
protection against potential spoilers, such as people who might question the
direction of change that the youth wanted to initiate.

15
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Important values for the “Theatre for Change” project:

* Participation: all participants are encouraged to express their ideas
and feelings on an equal basis. Opinions are not judged, and freedom of
expression is supported.

* Knowledge: knowledge is developed in a collaborative process and
derives from the experiences and feeling that are stored in our bodies
and minds. Sharing and learning from each other is at the centre of the
process.

* Acceptance and kindness: as a group, everybody’s ideas, opinions and
identities are accepted. The group meetings are a space of collective
understanding and mutual listening with kindness.

* Support and enthusiasm: members of the group support each other. In
addition, seeking support from outside the group can help. Enthusiasm is
crucial.

* Non-violence: it is important for all participants to take care of each
other’s feelings and needs and avoid all forms of physical and verbal
violence. Anyone who feels themselves getting angry should try to find a
space to talk calmly to someone about the source of their strong feelings.




3) Methodology for a Forum Theatre process’

The methodology of Forum Theatre can be learned by anyone, including
those without any previous acting experience. The exercises are designed in a
way that allows both actors and non-actors to discover and develop their skills,
starting from their daily life experiences.

The facilitator (or curinga) guides the process in a dialogical manner that
includes the fundamental principles of curiosity, empathy, and creativity
(see chapter 1: “Forum Theatre — Origins and philosophy”). Generally, it
is important to start each session with a concrete plan such as an order of
exercises and a clear idea of how to introduce them. This can be seen as
having respect for the group and their time, and it also conveys a sense of
being protected to the participants. At the same time, a facilitator should be
ready to adjust the plan if they notice that it is not working. It is essential
to remain flexible to the needs of the group at any given moment. In either
case, facilitators should express their initial goals for a rehearsal and let the
participants know if they decide to amend them.

Before starting, the setting up of the rehearsal space can be a key moment.
A place that gives a “welcoming feeling” is very important for a group. Many
groups define a clear space for their work and decide to put all personal
belongings, like bags and mobile phones, in a dedicated corner of that room.
The clarity of the space can support the group to feel safe and to concentrate
on the process.

In the process, different stages are important. The opening and closing

of a rehearsal are central. A group can develop its own rituals of building a
common space at the beginning and at the end of each meeting. A rehearsal
always starts with a warming up phase to sensitise the body (movement,
sensation, and voice) and connect to the group. Some exercises focus on the
individual development of confidence on stage, and some more on increasing
the trust level in the group. Most importantly, all exercises should invite
playfulness and a certain lightness of approach. “Mistakes” that happen during
exercises should not be judged. Everybody should feel that the goal is to have
fun and to discover in a joyful way. The group should gradually enter into a
trustful atmosphere where mutual support and respect are key elements. With
this in mind, the warming up phase is a crucial part of preparing a group to
work together. The facilitator should constantly be aware of the dynamic
within the group. Every activity is an opportunity to learn something about
the group, and this knowledge is important when planning further activities
with them.

After warming up, the group starts exploring the topic it wants to work on.
The image theatre method can be useful to understand the group’s interests
and identify topics. Alternatively, the facilitator can introduce image theatre
to work on certain pre-decided topics. Image theatre and improvisation
exercises help the group to move towards developing a Forum Theatre model

(5) Boal, Augusto, Games for Actors and Non-Actors, London/New York: Routledge,
Second Edition 2002.
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scene. A certain amount of time should be dedicated to developing both

the dramaturgy (how the main aspects of the drama will be presented on
stage) and the characters of the play. While the forum part can be practised
in the workshop, for the real dialogue experience, the group needs to invite
external guests for a performance. After the performance, the group can start
integrating the new learning into their play.

Throughout the process, group reflections on exercises can be enriching
and are meant to be educational for the whole group. After any warming

up exercise, facilitators can encourage the participants to openly share

their thoughts and feelings. When listening to the variety of emotions and
impressions coming up during different dynamics, the group will begin to
integrate them into their collective learning experience. In a second step, they
might be able to connect the theatre situation to their real-life circumstances.
Sharing should be voluntarily and not be pushed. The facilitator invites it by
asking open questions with an open and curious attitude.

Examples for questions:

* What has happened for you during this exercise?
* What have you been feeling or thinking?

* What was the hardest/best part for you?

* Did you find anything surprising?

* What would help you to move forward?

Try to avoid closed questions that can be answered with “yes” or “no”. Choose
open questions that make it clear that all feelings and experiences are valid.
Likewise, refrain from using sentences starting with “why...” as they tend to
narrow our communication by putting people on the defensive.® For instance,
the question “What did you observe?” invites participants to reflect openly on
the situation they witnessed and does not pre-suppose a certain answer, while
the question “why did you ... do so and so” can lead to people to try and
justify their actions rather than exploring them.

In the theatre process we focus on our observations, our feelings, and our
impulses for change. Facilitators should practise active listening and hold back
their own personal experiences. It is always best to ask the group for their
perspectives. A variety of possible questions are suggested in the descriptions of
the exercises.

Finally, as a facilitator, you are responsible for managing the time and you
should take care that rehearsal processes does not end too abruptly. Ideally,
there should be a moment for reflection at the end, as well as space for a
physical closing moment. After every rehearsal, the facilitator should take notes
to help them remember what worked and what did not work. These notes

can be helpful in the facilitator’s own learning process and useful in preparing
future rehearsals.

(6) For more inspiration on the use of language in dialogue work, see Marshal B.
Rosenberg’s publication on non-violent communication (2005).
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Warming Up — Beginning the journey

When beginning their journey together, some groups want to develop a joint
agreement on how they would like to work together. It refers to individual
and collective needs that should be respected in their work as a group. When
people develop their own norms, they usually tend to feel more committed to
them. This exercise offers a process for reaching a joint agreement.

Group agreement

Category of Exercise | Group communication

Goal Developing group norms on how to work together
Duration Up to 30 minutes

Materials A flipchart, pens, flashcards

Size of Group 8-16

Exercise The facilitator divides the group in small groups of 2, 3,

or 4 participants and lets them share their needs while
working in this group, asking “what do you need to feel
comfortable in this group process?” Invite them to write
down important points on flashcards.

After about 10 — 15 minutes, ask each group to present
their results and stick their flashcards onto a common
board. As a facilitator, do not forget to write down your
own needs and add them at the end!

After everyone has presented, go through the needs of

all the groups. Make sure that you understand what is
meant. Are there any questions? What do you see? Are
there similarities? Any contradictions? Anything that needs
further discussion?

Write down the common points that the group want to agree
on an extra flipchart. This is your group’s agreement paper!

Variation of the In smaller groups, you might also do the exercise without
Exercise: subgroups. You can then start with some individual
reflection, asking each participant to write down their
personal needs for the joint work. After 5 — 10 minutes,
each person presents their flashcards and sticks them to a
pin board so that everyone can see them.

Tips for the This is a great way to understand the dynamic of the group.
Facilitator Take your time with this exercise so you can come to an
agreement that the whole group commits to. Make sure
that you really understand the needs of the participants.

You might even want to discuss with the group what should
happen if someone does not respect the agreement. How
can everybody ensure that these needs are taken care of ?

Warming Up exercises serve several different purposes. As a facilitator,
choosing a good mix is helpful for each process. The warm-up should connect
the group to each other while awakening their senses. After focusing on
separate parts first, you can then initiate exercises that use several senses at
once. Both our bodies and minds need warming up to invite the flexibility that
is essential for improvisation and to expand the capacities of our imaginations.



Bing-bang-bong

Category of Exercise | Warming up

Goal Develop concentration and focusing
Duration 5 — 10 minutes
Size of Group 8-20

The facilitator invites the group to stand in a nice circle’
where everyone can see each other and explains that the
game is to pass a “clap” around the group. One person
(usually the facilitator) starts by turning their body
towards the person to their right and clapping their hands
while saying the word “bing”. That person then does

the same thing: they turn to the person on their right

and clap to them to pass it on while saying “bing.” This
continues around the circle until the clap comes back to
the person who started the round.

The exercise is then repeated to the left, this time with the
word “bang”. The clap and the word go around the circle
until they reach the first person again. These two steps are
practised in several rounds until everyone feels safe doing

it. Participants can then start changing direction from

left to right but must always say “bing” if they turn to the
right and “bang” if they turn to the left.

Now, a third move is added. Anyone who has received a
clap can send it to someone across the circle by looking
that person in the eyes, clapping, and saying the word
“bong”. The sender should ensure that the person they
are sending the clap to is aware that they are receiving
it! The recipient can decide which of the three moves to
continue with (bing to the right, bang the left, or bong
across the circle).

Variation of the In an easier version, the same clapping exercise can also be
Exercise done with only one sound that remains the same for all
clapping directions (e.g. “IYYYAAA!”).

Tips for the When using this exercise at the beginning of a group
Facilitator process it can also serve to develop a sense of the group
being together and having fun to break the ice.

When explaining the exercise, make sure you do it step-
by-step and give everyone time to practise going in each
direction. When the participants are feeling comfortable
enough with the procedure, encourage them to speed up.
If some are confused, slow down and invite everybody

to concentrate. Be generous and joyful with potential
“mistakes”, taking them as an important part in the
learning process. Just restart whenever there are moments
of confusion. Make sure it is fun for everyone and the
group is improving while doing it. If it is not working,
just move on to the next exercise.

(7) A “nice circle” is one where everyone has enough space to feel comfortable and where
everyone can see each other. This is important because participants should get a sense for
each other and give everyone space. A nice circle is also something symbolic. There is no
beginning and no end, there are no hierarchies. Everyone is equal in a circle.
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Clap the rhythm

Category of Exercise | Warming up

Goal Concentration, getting a group sense of a common rhythm,
learning names

Duration 5 — 10 minutes

Size of Group 8-16

Exercise The group stands in a circle. Let the group count so that

each participant has a number. Remind them to remember
their numbers.

Everyone is supposed to clap both hands on their knees
at the same time. The second move is clapping the hands
together. Then, we snap our fingers with our right hand,
and we do the same with our left hand. The rhythmic
movements re-start from its beginning:

1. Clap hands on your knees. 2. Clap hands together 3.
Snap fingers of the right hand 4. Snap fingers of the left
hand. Repeat.

Now, add numbers. Choose someone to start. The group
continues following the same movements but when the
group clicks their fingers the person starting says their own
number on the left hand click and another person’s number
on the right hand click. That person then continues by
saying their own number on the left hand click and another
person’s number on the right hand click.

As an example, let’s assume that Ahmad is number 4,
Marah is number 6, and Rand is number 1. The group
continues with the rhythm (knee clap — hand clap — right
click — left click) until Ahmad is ready to begin. Then,
Ahmad says “four” (his own number) on the right-hand-
click and “six” on the left hand click. That means it’s now
Marah’s turn. The group continues with the movements
and when Marah is ready, she says “six” (her number) on
the right-hand-click and “one” on the left-hand-click. Rand
is number one, so now it is her turn. When she is ready,
she says “one” on the right-hand-click, and the number of
whoever she wants to be next on the left-hand-click. Make
sure that the group maintains a consistent rthythm! The
group can start slowly, giving the person whose turn it is
time to think what number to call next, but speed up until
there is no waiting between people having their number
called and calling out the next number.

Once the group is comfortable with the exercise, do the
same thing but this time using names instead of numbers.
So, if Ahmad is first, the game might go: knee clap - hand
clap - right click (Ahmad says “Ahmad”) — left click
(Ahmad says “Rand”) — knee clap — hand clap — right click
(Rand says “Marah”) — left click (Marah says “Tawfiq”) and
so on. Again, start slowly, and allow the group to build up
speed as they grow more confident.

>>>>>>>>




Tips for the

Facilitator

Explain everything carefully step by step, and make sure the
group stays in a consistent rhythm.

While this exercise is a lot of fun, it also takes a lot of
concentration within the group. If they can manage to stay
together for a few minutes they can really feel harmonised.
It serves as both an energiser and a concentration game,
while also helping everyone to learn each other’s names.

Name and movement

Category of Exercise | Warming up

Goal Getting to know names, warming up physically and vocally,
welcoming everybody to the group

Duration 10 — 15 minutes

Size of Group 816

Exercise The group stands in a circle. One person takes a step into the

circle, says their name, and makes a movement of their choice
(for instance waving, bowing, turning around, jumping). The
person steps back and then the whole group steps into the circle
together repeats the person’s name and makes exactly the same
movement three times, then steps back into the original circle.
Then it is the next person’s turn until everybody has presented
themselves in different ways and been echoed by the group.

Variation of the
Exercise

In an additional step, you can ask everybody to repeat their
own name and movement once more, so that everyone can
memorise them. Then, anybody from the circle can volunteer
to run into the centre and just stand there, waiting. The
group has to remember that person’s name and movement
and try to replicate it. If the group is correct, the volunteer
returns to the circle and someone else steps in. If the group is
struggling to remember the volunteer’s name or movement,
they can help the group to remember.

Tips for the

Facilitator

Encourage participants to trust their first impulses and
assure them that any movement they choose is a good one.

Name, name, name!

Category of Exercise | Warming up

Goal Remembering names, energiser

Duration 5 — 10 minutes

Size of Group 816

Exercise The group stands in a circle. One person stands in the centre
and starts walking towards one of the people around the edge
while quickly saying that person’s name three times. That
person has to shout “stop!” before their name is called the
third time. If they do so, the person in the middle tries again
with someone else. If they succeed in saying someone’s name
three times without being stopped, that person replaces them
in the centre of the circle and the game continues.

Tips for the Encourage the participants to try different variations of

Facilitator voice and tempo when they are saying their names.
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Similarities

Category of Exercise | Warming up

Goal Getting to know each other

Duration 5 — 10 minutes

Size of Group 8-16

Exercise The group stands in a circle. As facilitator, you will have

prepared some statements or questions that can be answered
with “yes” or “no”.

Tell the participants that you will make a statement or ask
a question, and everyone who thinks the answer is “yes”
should step into the middle of the circle. If their answer is
“no” they just stay where they are. After each statement,
they return to the circle and the next question or statement
is shared.

Statements might be as follows:
I come from Al-Karak.

My parents (my mother, my father) are originally from
Palestine.

1 like the colour blue.
1 like a barbecue-breakfast with my family on Fridays.
I like Fairuz.

1% Variation of the
Exercise

You can also let the group ask questions. In this case it is
good to introduce the method by saying that the person
making the statement/asking the question should be able
to answer “yes” to it. So, if someone says “I like to study
for school” they should step into the circle where anyone
else who likes studying can join them. If they do not

like studying, they could say: “I do not like studying for
school” and step into the circle. While such differences are
small, they help to invite further questions, and the person
asking the question will also be revealing something about
themselves.

24 Variation of the
Exercise

You can also make a circle of chairs and let one person stand
in the middle without a chair. That person then makes a
statement or asks a question that is true for them. Everyone
who responds with a “yes” then has to quickly get up and
swap places with someone else who said yes. The person in
the middle tries to sit on one of the chairs when they are
empty, and whoever is left in the middle when everyone else
has sat done and then shares the next question or statement.

Tips for the

Facilitator

The objective of the activity is to know each other, try to
choose in a sensible manner your questions; avoiding very
personal questions.




The story of my name

Category of Exercise | Personal exchange

Goal Getting to know names, learning about personal
backgrounds, sharing something about oneself

Duration 10 — 20 minutes

Size of Group 8-16

Exercise The group sits or stands in a circle and the facilitator
invites them one by one to say their name and share a story
about it. This could be a story about whoever gave them
their name or what their name means (general meaning or
meaning within the family). The participants could also
be asked to write their names on a flipchart before offering
their story. Encourage the group to listen attentively to the
various stories behind the names.

Tips for the This exercise is also about practising active listening. Encourage

Facilitator the group to listen to each other, without interruption. If

someone has a question to understand, they can wait for the
person to finish their story and then ask the question.

Walking in the space — different versions

Category of Exercise | Warming up

Goal Sensing the space physically and mentally, sensing the
group in the space

Duration 10 minutes

Size of Group Up to 20 (depending on size of the space)

Exercise Most theatre processes start with a walking exercise to shape

the group’s awareness of the space around them. Many
variations can serve the same purpose and can be altered to
focus on different nuances.

As a good introduction, a group should be invited to walk
freely around the space while paying attention to their
own personal walking style. They should move consciously
by feeling the ground beneath their feet and noticing the
movements that the upper part of their body, including
their arms, is making. While moving they should try find
space by changing direction or going backwards whenever
they feel that too many people are mingling in the same
part of the room. After a while they are asked to start
perceiving the other participants and making eye contact
briefly as they pass. As they are walking the facilitator
explains that they are going to call out a number from 1 to
5 and if the number is one the group should walk in slow
motion, if it is two they should walk slowly, if it is three
they should walk at their normal speed, if it is four they
should walk fast, and if it is five they should start running
(alternatively, the spectrum could also be from 1 to 10).
The group should keep moving all the time, constantly
adjusting their speed to the number that the facilitator
announces. Ideally, they should keep a safe distance from

each other even when they are running.

>>>>>>>>
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1* Variation of the
Exercise

Variation 1: Stop and go

The group walks around the space and when the facilitator
claps, everyone immediately freezes and holds the position
they are in.

As a next step, the facilitator invites the group to walk again
but to look at each other while doing so and whenever one
person in the group stops, the whole group should also
freeze. The person who stopped first then starts moving again
and everybody should instantly follow them until another
person stops. Do this for several rounds so that different
people experience the feeling of stopping and having the
whole group following their lead. The goal of this walk is to
be very attentive to everyone and to experience the group’s
awareness as highly interconnected. Stop and go can also be
connected to any of the other walking exercises.

24 Variation of the
Exercise

Variation 2: Greeting each other

The participants walk through the room at a moderate pace.
Whenever they meet a person, they should spontaneously
decide on a small physical gesture with which to greet each
other and then continue walking. They can use common
greetings (handshake, hand on the heart, bowing, etc.) or
make up their own funny ways of saying hello (clapping
their hands, having a small dance, etc.). If the group is only
just getting to know each other, they can also say their
name once again: “Good morning, my name is Sarah.” —
“Good morning, Sarah, I am Tarek.”

3 Variation of the
Exercise

Variation 3: Walking through imaginative spaces

As the participants walk through the room at a moderate
pace, the facilitator asks them to imagine that they are
walking through different terrains.

The facilitator might say something like: “Please start walking
and concentrate on your feet touching the ground with every step.
Imagine you are walking through sand that is covering your feet.
Just feel the sand on your feet. Is it warm or cold? Just imagine. ..
Now, slowly, you realise that the sand is transformed into small
dirt... feel the dirt on your feet, how do you walk now? Continue
to move and you have now entered a little garden. Feel the
ground of that garden under your feet. ... here, you are smelling
Jasmine...imagine the smell of the jasmine flower. You are feeling
the sound of the wind that has slowly started. .. and the wind
blows stronger and stronger, but you keep walking. Finally, you
have reached the corner where you usually meet your friends. You
[find the corner in the room, take a deep breath, and look at each
other. Now: welcome back to this room!”

Make sure that participants form a really clear picture of
whatever they are walking through. For example: what kind
of sand? Is it the Dead Sea? The Red Sea? A valley? You can
combine different settings. Make sure they concentrate
fully on their movements and their imagination. Usually
that is easier when they are fully concentrating on their own
movements without interacting with others.

>>>>>>>>



4™ Variation of the
Exercise

Variation 4: Walk like an animal

This time, the facilitator asks the participants to walk like a
certain animal. For example: let us walk like a giraffe! How
does that look with long legs and the head up high? Then,

let us walk like a cat or a tiger!

Side notes for the facilitator: since the participants might
find this exercise embarrassing, a certain level of trust should
be developed within the group before introducing it. As a
facilitator, you could also participate in the exercise. Try

to encourage the participants to concentrate on themselves
and to feel their bodies. Remember: this is an exercise in
exploring our bodies and imagination and stepping into a
different scenery, a different body, another character. We
can learn a lot by observing and copying animals.

5% Variation of the
Exercise

Variation 5: Stop and Up!

The group walks through the space at a moderate pace.
When the facilitator says “stop!” everyone stops, and when
the facilitator says “walk!” everyone starts walking again.
After a few times, switch the rules around: everybody
should continue walking when the facilitator says “stop”,
and stop when the facilitator says “walk”. Two more
commands are then introduced: When the facilitator says
“up!” everyone jumps. When the facilitator adds: “down!”
everyone crouches on the floor. After a few practices,
these instructions are also be reversed: when the facilitator
says: “up!” everyone goes down, when the facilitator

says: “down!” everyone jumps. As a facilitator you can
also confuse things by moving in the opposite way to the
instructions that the group are trying to follow (e.g., if
the instructions are currently reversed and you say “walk”
everyone should stop, but you keep walking and see if
anyone follows you).

Tips for the

Facilitator

Most of the “walking exercises” are meant to be done in
silence. Invite the participants to concentrate on themselves
and their movement and try not to talk to each other.
Groups can sometimes tend to start walking in imaginary
circles along the walls of a room. If you notice this
happening, invite them to try and imagine crossing the
room in lines and changing direction at different points to
avoid walking into each other. This will help the group get
a sense for the whole space.
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Choosing a partner for an exercise

Category of Exercise | Selecting pairs

Goal Dividing the group into pairs or subgroups randomly
Duration 5 minutes

Size of Group 6-20

Exercise Selection by lottery

Dividing into pairs or subgroups can be uncomfortable,
especially with groups who are still getting to know each
other. Different division exercises can help to smooth

the process. As a facilitator we want the participants to
experience different exercises with different group members,
and especially with those who are less familiar to them. One
simple way is to select partners by using a lottery. Write
down the names of all the participants on small pieces of
paper and put them into a box or something similar, so that
they cannot be seen. Let one participant take out two pieces
of paper and read the names aloud. These two form a pair
for the next exercise. Another participant reads the next
pieces of paper until the group is divided in pairs.

1* Variation of the
Exercise

Variation 1: Divided postcards

As preparation, take a set of postcards and cut them into
two pairs but unevenly, so that no two pairs are alike.

Put them in a box or something similar and invite the
participants to each draw out one piece of postcard. Once
everyone has a piece, let them find mingle with each other
to the person with the matching piece. Depending on the
number of participants you can cut the cards into three or
four pieces and do this exercise with groups of three or four

people.

2" Variation of the
Exercise

Variation 2: Acting like animals

Prepare by writing down the names of different animals
(e.g., elephants, birds, camels, monkeys, etc.) on pieces of
paper. Make sure that there are two of each animal so that
they each have a pair. Fold the papers, put them in a box,
and ask the participants to each take one piece of paper,
open it secretly, and then start moving like the animal they
have chosen. Once they are all moving around the space as
if they are their animal, ask them to watch out for someone
making similar movements. Once the participants have
correctly identified their matching animal, they form a pair
and move like the animal together.

Tips for the

Facilitator

For some of the exercises, particularly those that involve
physical touching, it is recommended that the participants
are divided into male and female groups. You need to be
very sensitive here when choosing pairs, and will sometimes
have to adapt the methods to fit the situation. You could
decide to let the participants choose for themselves who
they want to work with or prepare different types of
lotteries that avoid sensitive situations.
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Two by three by Bradford

Category of Exercise

Warming up

Goal

Developing listening and attention. Concentration, fun,
inviting a relaxed atmosphere for mistakes

Duration

15 minutes

Size of Group

6 — 20, in pairs

Exercise

The group is divided into pairs and asked to find an empty
spot in the room where they can stand facing each other.

The facilitator first invites the pairs to keep counting from
one to three in turn. Person A says “one”, person B says
“two”, person A says “three”, then person B immediately
starts again on “one”, and so on. Naturally, confusion can
already occur in this first step. As a facilitator, explain that
it is a concentration game and that mistakes are welcome.
Whenever something goes wrong, the pairs should just
continue without giving it much attention. When things are
working well, you introduce the second step.

In step 2, the participants should use a movement together
with a sound instead of the number 1. Number 2 and 3
remain the same without movement. Then they practise —
“movement with sound, 2, 3, movement with sound, 2, 3”
and so on. Let them practise for a few rounds.

Step 3 is then introduced, in which the pairs replace the
number 2 with a very different sound and movement (if
the movement for 1 was a jump with a high sound, the
movement for 2 might be kneeling with a low sound).
Number 3 stays the same. Again, let the pairs practise.

Finally, after the first steps are working well, they should
replace the last number (number 3) with a third movement
and sound. They then practise this sequence without any
numbers. When it gets easy, they can try to speed up.

At the end, the facilitator can invite all pairs to quickly
present their little sequence for a few rounds. This is usually
very funny as all of them look different. The participants
are usually laughing a lot about themselves as well as others
in this process, and this joint laughter can help to create a
relaxed atmosphere for the workshop. As a facilitator, make
sure that it is not about doing the exercise well or not. It is
about having fun as a group with a challenging exercise.

Tips for the

Facilitator

Make sure you introduce each step separately to build the
exercise gradually. Observe how long the group needs until
each step is working before moving on to the next level.

If you take unnecessarily long for each level, it might get
boring. If you move too fast, it might be too challenging for
some of the group. Be very attentive on the rhythm that this
particular group needs.
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Forest of sounds

Category of Exercise

Warming up

Goal

Trust building between partners, concentrating on listening
as a means of expanding awareness

Duration

~10 minutes

Size of Group

6 — 16, in pairs

Exercise

The participants are divided into pairs and invited to choose
a sound that they can easily keep making for some time. It
might be the sound of an animal or anything else that they
imagine hearing in a forest. Each pair presents their sound
quickly to the group to make sure that all the sounds are
different. If any of the sounds are too similar, ask one of the
pairs to change theirs.

One member of each pair then closes their eyes and the
other guides them around the room without touching
them, just by making their chosen sound. Invite the
partners whose eyes are closed to fold their arms in front
of their chests. The participants with their eyes closed
walk slowly around the room following the sound of their
partners. They should stop moving whenever they cannot
hear the sound clearly and wait, without opening their eyes,
until they can hear the sound clearly again. After about
two minutes invite the pairs to switch roles. At this point
you can also ask if any of the pairs would like to change
the sound they are making, should they be finding it too
difficult to identify.

After another 2 minutes ask the pairs to share their
impressions of the exercise with their partner. Finally,
reflect together in the group. Questions for sharing might

be:

* How did you feel when you were the one doing
the guiding?

* How was it to follow?

* Haus the exercise changed your perception of the
room in any way?

Tips for the

Facilitator

Ideally, as a facilitator, you would quickly demonstrate the
exercise with one volunteer before letting the group do it
together.

During the exercise, make sure you observe attentively to
make sure that the partners doing the guiding are taking
care of the ones following. You can softly intervene if you
think anyone is about to bump into anything.

This is a trust-building exercise that requires some
knowledge of each other as a group and is not
recommended for the first or second session.

The debriefing is very important as experiences can be very
different, and it is important to reflect on them as this is
also a process for the group to learn about each other’s
sensitivities.




Leading with two fingers

Category of Exercise | Warming up

Goal Trust building between partners, learning to take care of
each other

Duration ~10 minutes

Size of Group 6 — 16, in pairs

Exercise The facilitator divides the group into pairs. Since this is

an exercise where the partners will be touching each other,
it might be recommended that the group forms male and
female pairs. This exercise is similar to the previous one
except that rather than using sounds, the pair lead and
follow by touching the tips of their forefingers and middle
fingers together. One person starts as the leader and the
other person follows with their eyes closed. The leader
guides the follower slowly around the room, indicating
changes in direction only by using the tips of their two
fingers.

After one or two minutes, the facilitator should gently stop
the exercise and tell the pairs to change roles. The follower
becomes the leader and vice versa. After another one or two
minutes, stop the exercise again and give the participants
some time to talk in pairs about the experience. Then
gather the group in a circle for a joint reflection. Possible
questions can be:

* How did you feel while following?

* How did you feel while leading?

» Which did you like more? Why did you like
one better than the other?

* Have you noticed any changes in the room?

Variation of the
Exercise

It is possible to play some soft music during this exercise.

Tips for the

Facilitator

Since this exercise requires some trust in the group, it is not
recommended until the group is familiar with each other.

As a facilitator, make sure you observe the pairs carefully
during the exercise to make sure that the leading partner is
taking care of the follower.

If not, please make an announcement that it is important
to do the exercise gently and that moving slowly makes it
easier to both guide and be guided.
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Mirroring exercise

Category of Exercise

Warming up

Goal

Connecting in a non-verbal way, develop awareness for

body language

Duration

5 — 10 minutes

Size of Group

6 — 20, in pairs

Exercise

Divide the group into pairs. Ask the participants to stand in
front of each other as if they were facing a big mirror. One
person starts to lead by making movements. The other has
to follow the same movements by mirroring them. Ideally,
it should look as if both participants are acting as if they
were one. After a few minutes the pairs change. Finally, you
can invite the pairs to try it without one person consciously
leading, but by trying to just sense the way that their
partner is moving.

After finishing the exercise, facilitate a short reflection of the
experience:

* How did it feel to mirror each other?

* How was it to lead? | How was it to follow?
* How was it to mirror without a leader? How
did you manage it?

Tips for the

Facilitator

In this exercise you could divide the group into male and
female pairs but make sure that you introduce clear rules on
how it should be performed, and on the use of space. For
example, that the mirror cannot be touched and that the
pairs need to keep a certain distance between them. Make
sure that the leaders are not forcing their followers into any
uncomfortable positions. If you observe such a situation,
you can kindly remind the group that the exercise is about
working together as a team or, if you deem it necessary,
intervene.




The puppet

Category of Exercise

Warming up

Goal

Develop awareness of body movements and of the
movement of others

Duration

10 minutes

Size of Group

6 — 20, in pairs

Exercise

Divide the group into pairs and let them stand facing each
other. They should imagine that they are puppets that

can only move when a puppet master moves their strings.
Without talking, the participant who is leading imagines
that the puppet master is pulling the string that is attached
to a particular part of their body and move accordingly. The
follower should then imagine that the same bit of string

is being pulled by their puppet master and move in the
same way. It is necessary to be very slow, clear, and precise
about which part of the body the leader wants the follower
to move. For example, the leader can imagine the string
attached to one of their joints (wrist, knee, shoulder, etc.) is
being pulled, and gently start lifting it up. Movement can
also start with an imaginary string above the head or the
feet. Only the part of the body that the “imaginary string”
is attached to should be moved, while the rest of their body
stays motionless. Both participants need to be very precise
in this exercise. A puppet has no muscles, so it can only
move one of its body parts if someone pulls the correct
string. The leader must take responsibility for the follower
and make sure that the follower is safe. It is possible to play
soft music during the exercise.

After a few minutes, ask the participants to change their
roles and repeat the exercise. They should reflect on the
experience afterwards.

Tips for the

Facilitator

This exercise should take place at an advanced stage of
the process. You can introduce it when you feel that
participants are already quite experienced in exploring
physical movements in pairs and in working with the space.
Be very precise when you show how the exercise works.

ou might want to consider separating male and female
Y, ght want t der sep g male and femal
participants. Make sure that the leader is not forcing the
follower into any uncomfortable positions. Remind the
group that this exercise is about working together as a team.
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Image Theatre — Digging deeper into the process

Image theatre is one of the basic techniques used in the methodology of

the Theatre of the Oppressed to support digging deeply into a topic and
understanding it from our bodies’ experiences. Image theatre helps with both
analysing social realities and bringing emotional depth to certain issues. A
group can start working with images after warming up, both physically and
mentally, and going through a process of trust building.

Groups can use images to share different views on situations they have
experienced. Furthermore, they can be invited to create images to reflect “ideal
situations” of something that they wish for in an imaginary space. As such,
image theatre can shift back and forth between what is real and what we wish
to be real.

Working with image theatre is a very important step before starting the
development of a Forum Theatre play. It can help with choosing a topic and
with creating a group awareness of the important dimensions of this topic.
Image theatre can be a first step towards creating scenes and characters.

How does Image Theatre work?

In image theatre, we create human sculptures. We use our whole body to
express attitudes and emotions as well as relationships between people.
Although we sometimes integrate specific objects into our image, when
starting to work with images we focus on the body first. Images are multi-
dimensional in their meaning. Therefore, although we can usually agree on
how we would describe what an image looks like physically, when it comes to
interpreting it, an image can be understood in many ways. Depending on the
background and personal experience of the observers, an image might activate
different memories. It is important to embrace all these multiple dimensions
when facilitating an image theatre process, as they shape our group awareness
and expand our imagination skills. Do not try to reduce the meaning of an
image by heading for a quick consensus (“Do you all agree that this image is
a scene between a father and his son?”). As we listen to each other’s mental
connections we learn about the different layers of expression that an image
provokes (“So, this reminds you of a scene between father and son. What
else could it possibly be? Does anyone have other ideas of what this could be
about?”).

The goal of working with images is to learn from our physical expression so
that we start to use our body language in a more conscious way on stage. At
the same time, we sensitise our perception. Our bodies often carry a depth
of knowledge that is beyond what we might be able to express directly with
words. Images often stay in our minds for a long time and can have a strong
impact.

The following exercises are helpful pre-steps before working on images.



Complete the image

Category of Exercise | Image Theatre

Goal Learning to express in physical images, training in how to
listen to the language of images

Duration 15 minutes

Size of Group 8 — 16, in pairs

Exercise The group stands in a big circle. The facilitator invites two

participants to volunteer to present the exercise.

The volunteering participants are asked to walk towards each
other in silence, shake each other’s hands, and then freeze in
the moment of the handshake. To freeze means they should
keep the same body positions and facial expressions and keep
looking in the same direction. Should they feel that this is
becoming difficult they can take a short break, relax their
body, and then return to the posture.

The other participants are then told: “/magine that you do nor
know these two people. Let us look at their positions. Can you
describe what you see? How are they in relation to each other?
Are there any tensions anywhere in their bodies? If so, where?

Let the group describe the positions in detail, then slowly
move towards questions of interpretation:

What ideas do you have abour who these two characters could be?
Do you think they know each other? What kind of relationship
do you think they have? What could this meeting be about?”

Welcome any ideas and fantasies that the group may have.
They can also contradict each other with their interpretations.

In the next step, one actor (A) is asked to “step out” of the
image, while the second actor (B) remains motionless. The
group can then be asked: “How does the image look now?”

Another participant (C) is then invited to complete the
image by replacing A and freezing in the scene with B, but
in a different position to the one that A had been holding.
The group is again asked to offer brief observations and
possible interpretations. Then the B moves out of the image
and someone else (D) completes the image with C in a
different way. The exercise continues with a new person (E)
replacing C, and so on. After a few changes, the facilitator
stops inviting comments between changes and lets the group
continue moving from image to image in a faster rhythm.

After the group is clear about the exercise the facilitator
splits them into pairs (maybe male/female) and explains that
they will now do the same exercise just with their partner.
They start with the handshake then one person (person A)
moves out, takes time to look at the other person (person

B) in the frozen image and then steps back in, adopting

a different posture. Person B then moves out, looks at
person A with their new posture, and steps back in, adding
something new.

>>>>>>>>
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They are told not to explain what they are doing verbally,
regardless of whether the other person understood what
they were trying to do or not.

Example: Nour and Banan are performing. They walk towards
each other and shake hands. Banan then steps out of the image
and goes back into the circle, whilst Nour holds this image of
shaking hands with someone. Majd now thinks of what else
Nour could do instead of shaking hands. Majd imagines that
Nour looks like she is buying something at the market, and she
steps into the image and adopts the poise of a seller. Nour then
leaves the image and goes back into the circle while another
participant joins Majd and creates a new image.

Variation of the
Exercise

After completing the exercise in pairs, there can be an
additional step in groups of three. Here, persons A and B
perform the handshake and freeze. Person C then looks

at them and joins them in the image, making it an image
involving three people. Person A then moves out of the
image, looks at the image B and C are creating, then re-
joins it with a different expression. Then person B leaves the
image, observes A and C, and adds a new position. They
keep taking turns without stopping and allow the image to
transform from one thing to another.

Tips for the

Facilitator

Be aware that this activity forces the participants to work
on their imagination and creativity. You might tell them to
imagine being in a “dialogue through images”. Give them
enough time in the beginning to clearly understand the
exercise. Encourage them to be spontaneous and to follow
their first ideas and impulses. If necessary, motivate them to
continue even when they are getting bored. Passing through
these moments of boredom can lead to encountering new
and interesting ideas.

After the exercise, you can ask the group to share their
feelings and reflections:

* How did you feel while doing this exercise?
* How did it work out to express things in
images?

* Did you sense that small stories or shared
themes were appearing from the images? If yes,
what were the stories?

It is not guaranteed that little ‘stories’ will develop between
the participants during this exercise, and if not, that is
totally okay. As a facilitator, ask in a curious and open
way. Any participants who saw stories can share them, and
those who did not, should not feel that they missed out on
something. It is a way to sensitise the group to the fact that
images can carry the meaning of a story on their own.




Spontaneous images

Category of Exercise | Image Theatre

Goal Start playing with the vocabulary of Images

Duration 10 minutes

Size of Group 8-16

Exercise You can start with a walking exercise so that the group

is moving freely in the whole space. As they are moving
around the room, the facilitator says that they are going to
announce a topic and the participants should spontaneously
create a group image of it. One person moves into the
middle of the room and starts the image, then step by step
everybody joins them to create a group image. The image
should be completed within 10 seconds.

For example, the facilitator announces: “Family picture!”
Without any verbal communication the group needs to
jointly create a family picture. To increase the fun, the
facilitator can start counting down from 10 to 1.

Once the participants have finished forming the image
the facilitator can clap and the group should dissolve the
image and start walking again. The exercise starts again
with another topic (e.g., Falafel shop, schoolyard etc.).
Be creative and develop your own topics for spontaneous
images that fit the group you are working with.

Variation of the

Instead of moving from one picture to the next

Exercise immediately, the facilitator can also ask the participants
to quickly describe what they feel is being expressed in the
image. It should just be a couple of comments and then the
exercise should continue with physical movement again.
Tips for the In the beginning, choose topics that are close to the
Facilitator participants’ lives to make sure that everybody can form an

image of it in their mind. This activity should encourage
the participants to concentrate on their physical impulses
and to start trusting their bodies” reactions. When observing
participants who might be taking a long time to think of
a really good image, encourage them to just take up any
position they feel might fit. Since having to make instant
mental judgements on spontaneous ideas can often block
actors on stage, it is important to support them in taking
the risk to act without too much thinking. After a few
rounds, you can increase the challenge by announcing
topics that are more abstract (like: social justice, climate
change, a peaceful society, etc.).
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Colombian hypnosis

Category of Exercise | Exploring power

Goal Exploring the dynamics of power and powerlessness with
the body, sensitising the participants to the different roles
we tend to play in power relationships; an invitation for
reflections on hierarchy

Duration 15 — 30 minutes

Size of Group 8 — 16, in pairs

Exercise The participants are invited to stand in front of each other.

One person is requested to lead the other using just the flat
of their hand. The leader’s hand should be held about 30-
40 centimetres in front of the follower’s head. The follower
is asked to fully concentrate on the palm of the hand and
ignore the rest of the people in the room. When the hand
turns to the right the head of the following person turns

to the right. When the hand moves further, the follower
should follow with their whole body. The leaders can
move throughout the room and experiment with different
movements such as going up and down or back or forth.
The leader must take responsibility for the follower and
make sure they remain safe. After 2-3 minutes the facilitator
tells the group to switch roles.

After this experience it is very important to take time for
reflection, acknowledging that different kinds of feelings
can come up during it (see: Tips for the Facilitator).

1* Variation of the
Exercise

As a second step, the participants can be asked to lead and
follow at the same time. Both hold their right hand flat

in front of the face of their partner. Then they move and
follow at the same time for a minute. Experiences with this
variation should be shared as a separate reflection.

2" Variation of the
Exercise

In addition, the Colombian hypnosis exercise can also

be done in groups of three which intensifies the whole
experience. For this variation, the group should have first
practised in pairs. They divide into groups of three. One
person leads the other two by holding one of their hands
flat in front of the other two’s faces. The leader uses both
their hands to guide the two people at the same time. The
facilitator should allow each person to lead for about one
minute before changing the roles.

A reflection should then be offered after both exercises (in
pairs and in groups of three) are finished. The facilitator
invites the participants to express their experiences during
the different steps of the exercise. Feelings often change
from one step to the other.

>>>>>>>>




Tips for the

Facilitator

Invite the participants to do this exercise in silence and to
fully concentrate on their body. Observe the group very
attentively during this exercise. If you see that any of the
leaders are using their power status to make their follower(s)
go into uncomfortable positions, make sure that you
intervene if necessary. You can choose to give more or less
time whenever you sense that the intensity in the group
should be higher or lower.

For the reflection: Start by asking questions about the
different feelings that the participants had in the different
roles (following and leading).

Be aware that for some participants this is a strong exercise
where they really have the feeling of being powerless (which
ranges from rising anger to frustration or even resignation).
For others it might be very intense to experience the feeling
of having power over someone (which might lead to joy but
could also lead to feelings of shame or being overwhelmed).
Some might also experience it as a trustful experience of
respectful joint playfulness. It depends on the moment and
the dynamic between the pairs. All experiences are valid,
and the most important thing is to find a respectful space
for sharing them.

After different kinds of feelings have been shared, the
facilitator can ask about transferring the exercise to real life
experiences:

What kind of situations can you remember where you have
experienced similar dynamics? What kind of relationships in
our society can be experienced in this way?

Sometimes, this sharing can already bring ideas for potential
Forum Theatre ideas. However, the first goal of the exercise
is to enter into a sharing of personal experiences with
power, power abuse, powerlessness, etc.

Note: This is not a trust building exercise! Before
introducing a group to the hypnosis exercise, make sure you
sense that the group is already familiar with each other.
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Images to analyse conflict

Category of Exercise | Image Theatre

Goal To reflect on notions of power, conflict, violence with an
embodied practice

Duration 45 — 60 minutes

Size of Group 8 — 16; in groups of 3 — 5 participants

Exercise This exercise builds on the introductory exercises to both image

theatre and Colombian hypnosis. The group develops physical
images on topics like conflict, power, violence, and peace.
Step 1: Group image

The group divides into subgroups of 3 to 5 participants,
depending on the group size. Allow the groups 15 minutes
to create a joint image on a topic of your choice. The image
must be a physical shape comprising the body postures

of all the group members (including their position, facial
expression, and viewing direction). They can share their
ideas verbally for a short period before jointly creating the
image. Alternatively, one group member can be assigned
to direct the group by shaping the whole image and telling
the other members how to stand, and how and where to
look). Preferably, they should show their ideas for physical

expressions rather than explaining them verbally.
Possible topics that a facilitator might chose:

* An image of tension or violence at school

* An image of a tension within the family

* An image of a situation of tension within our society
* An image about a conflict in a male-female relationship
* An image of a “peaceful society”

They can think of a situation that they can relate to the
topic and might even assign roles to each other. They can
also express power relationships in an abstract way.

Step 2: Presentation of images

After the 15-minute preparation period, the groups come
together and agree on a part of the space that will act as a
stage. The facilitator asks each group to present their image
to the other groups on the stage. The rest of the group forms
an audience for the image and either sits or stands in front of
the stage. Initially, the audience is invited to give comments
on what they see in the image while the group should just
listen and hold their image in silence. If players have chosen
difficult postures (like holding an arm or a leg up in the air)
and get too tired, they can relax their arms or legs occasionally
for a short moment and then return to the image.

The facilitator welcomes comments from the audience with
questions like: “What do you see in this image? What is your
impression? How would you interpret ir?” As a facilitator,
encourage them to voice all their feelings and thoughts even
when they contradict each other. It is all part of the collective
learning process.

S>S>>>>>>



Example: Zaid, Ahmad and Mohammad create an image about
the topic of “violence” and choose to present a scenario where
there is a fight at school. Whilst the three boys are presenting,
the other participants look at the image. The facilitator invites
active participation by asking questions such as:

» What do you see?
» Who could they be?

» Which kind of relationship could these characters
have with each other?

» Where could this scenario be taking place?
» What could have happened before this scenario took place?

Each group uses some of the different techniques of

<« - s »8 . . .
dynamisation® described below to present their image.

The methods to dynamise an image are then used to explore

the collective thoughts of the actors in a creative way.

2a) Interview technique

For an image where the audience has many open questions, the
facilitator can choose to introduce the interview technique. One
participant pretends to be a journalist by picking up an imaginary
microphone and asking the characters questions (they could

also use a small bottle or a marker, or any other object). The
characters should stay in the image and respond spontaneously
with whatever they think their character or their part in the image
might answer. The other members of the audience can also take
the microphone and add their own questions.

Questions might be:
» What are your thoughts in this moment?
» What are you doing in this moment?

» Why are you doing what you are doing? | What is
your goal?

* How do you feel abour what X (the name of
another group member on stage) is doing?

After all the audience’s questions have been answered, the
facilitator can either move to an additional dynamisation
or ask the group to dissolve the image and invite the next
group on stage to present.

2b) The inner monologue(s)

In the dynamisation form called “inner monologue”, the
facilitator motivates the participants to focus on the inner
thought and feelings of their character. What might be going
on in the character’s mind and soul? When the facilitator claps
all the participants should start to simultaneously say out loud
all the thoughts and feelings they are having. Everybody in the
image should be talking at the same time without stopping and
without moving out of the image. They should not listen to
each other and should continue to speak even if they feel they
are just repeating themselves. As the facilitator, you indicate
when to start and when to stop (an inner monologue can last
for about a minute).

(8) Boal uses the term “dynamisation” for methods that help with exploring an image in
more depth. There are different ways to invite for a dynamic to a frozen image. Here we
present some examples.

>>>>>>>>
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You can also allow the audience to come a bit closer so that they
can understand the different perspectives more easily.

E.g., Ahmad might say: “7 want my money, I am so upset. This
is so unfair... why this is happening to me...” and Zaid could
say: “I do not have that money... why is he making such a fuss.
It is not my fault! I find this so annoying”, whilst Mohammad
is saying: “Please, do not fight! You are both my friends and 1
wish you could stay calm. I really do not like this. Please stop...”

The goal of inner monologue is to allow the actors to sink
deeper into their character’s inner motivation, which helps
to sharpen their understanding for the situation.

2c) One sentence each

Sometimes it is helpful to elicit just one sentence from each
character. The facilitator can say: “What would be the most
important thing your character might say in this moment?”.
Then they can recite their spontaneously created sentence
in turn from their positions in the image. The facilitator
can support them by touching the shoulder of each person
to allow them to speak their sentence. They should speak as
if they were their characters, so they might shout angrily or
whisper their sentence, whatever they feel fits their physical
position in the image.

2d) Move in slow motion

The facilitator can also invite the actors to start moving
from their image and do whatever their character might

be interested in doing next, but in slow motion. With this
dynamisation, the image will convert into a little dramatic
scene without words. The facilitator explains the exercise
and gives a clap to start of the scene. After what is happening
in the scene becomes clear, the facilitator indicates that it has
ended. Then the facilitator turns to the audience and asks
for their observations: “What happened? What did you see?
What do you think each character that you observed wanted ro
do, and could any of them achieve their intentions?”

In case of a scene with direct violence, you can also invite the
characters to spontaneously transform the image towards an
“ideal image”. By using slow motion, all characters can shift the
image into another one that would express their own “ideal”.
For instance, they could change from a scene of violence
around a family table to a scene of a happy family meal. Here
again you can ask the audience for comments and descriptions
of what happened. You can also ask the audience what kind of
conditions might be needed for such a transformation.

3. Shaking out the image and final words of the group

At the end of each exploration of an image, ask the actors to
shake out the image from their body. Invite them to move
their arms and legs, to jump, and maybe even to shout. This
enables them to consciously step out of the character they
have played.

Then you might ask them if there is anything they would
like to say as a reaction to the comments from the audience.
In that sense, they have the last word on the image they
created before the next group’s image is performed.

>>>>>>>>



Tips for the Be aware that working with images can be a sensitive
Facilitator exercise for some participants, especially if they choose to
create images based on their own experiences with conflicts,
abuses of power, or any forms of violence. If you feel that
your participants are not ready to work on these issues, you
can take more time to establish trust within the group. In
any case, make sure that you allow time for a debriefing and
reflection after the exercise.

Note: using dynamising techniques requires a lot of
patience from the group as it is a long process that needs
a lot of concentration. You can lengthen or shorten this
exercise, based on how you feel the group is doing.

Play development — Shaping the question

This section suggests exercises for the process of developing a play. It starts
from choosing a joint topic for a play and training improvisation skills, and
then explores how image theatre can be used as a tool to come to a joint
understanding for the dramaturgy of a play.

A Forum Theatre model scene is usually developed collectively by joint
discussions in the group. The scenes are often developed from images and
through dynamising techniques and improvisation (see chapter 3: exercise
“dramaturgy in three images”). Starting with images supports a group in defining
the focus in their play as well as in analysing the power dynamics within it.

A Forum Theatre play is supposed to be an open question to the audience (see
chapter 2: “How does Forum Theatre work?”). It is important that the actors
creating a Forum Theatre play have realistic insights into the social tensions they
will be performing. They can either draw on their own life experience or they
can invest time in researching a topic before starting their rehearsals; the topic
should be an important one for the group. One option is to interview people
with deep insights and ask them for stories about what they have experienced.

Deciding on a topic

Category of Exercise | Play Development

Goal Finding consensus as a group on a Forum Theatre topic
Duration 30 — 45 minutes

Materials Flashcards and markers

Size of Group 8 — 16, in subgroups of 3 — 5

>>>>>>>>

43



44

Exercise

Divide the participants into groups of 3 to 5 and give them
flashcards and markers. Ask them to discuss in their group a
topic from their community they could imagine working on
with Forum Theatre. Remind them that it should be situation
of an inter-personal conflict (not the inner struggle of one
character), a situation of power imbalance, and a topic with
an open question for change. The topic should be relevant

for the group and for their potential audience. Let the groups
discuss their ideas for approximately 10 — 15 minutes and
then ask them to write their thoughts on the cards.

Each subgroup then presents their topic to the rest of the
group. Are there similarities, or topics that can be grouped
into one theme? If so, this would be great. If each group
has a different topic, facilitate a discussion on this. Ask the
whole group to decide on the topic that is most relevant for
them and that they feel able to work on as a group.

Consider: some topics might be highly relevant but

too intimate to perform. The participants need to feel
comfortable with their choice. The most important thing

is finding a topic that the whole group is happy with and
where they all are interested in exploring options for change.

Variation of the
Exercise

You can also write cards with different areas where conflicts
might take place (family, school, public places, friendship...)
and spread them out on the floor. Then you can play some
music and invite the participants to walk silently through
the space and think of their own experiences of tensions in
the different places mentioned on the cards. They can stand
close to one of the cards, remember something, and then
walk on to the next. There might also be an empty card for
places that have not been mentioned. After a few minutes ask
them to stand close to the card that names the place where
they would like to prepare a play for. Then form groups of
people standing together. If someone is standing alone, ask
them to go to their second choice. These groups can then

sit together and share stories which they think could be the
inspiration for developing a play and decide on a topic that
seems relevant for them.

The results of the subgroups are then presented to the
whole group and together they decide on a single topic.

Tips for the

Facilitator

Be aware that this is a sensitive matter for the participants.

It is important that the group decides together so that
everyone feels motivated to perform. As a facilitator, make

it clear that this is not about competing ideas but exploring
commonalities. They should decide on a topic that they can
identify with, either because they know it from their own lives
or because they feel solidarity with someone suffering from
the same or a similar situation. If any group members have a
strong objection against a topic, try to decide on a topic that
everybody can agree on. If the group strongly favours two
different options, you could agree to choose one now and
develop the group’s next performance on the second option.
Alternatively, you might also decide to work on two different
scenes in the same Forum Theatre performance.




Dramaturgy of Forum Theatre

The model scene that the Forum Theatre develops should be shaped in a way
that the questions the scene is posing are very clear.

Ideally, the dramaturgy should follow a three stages pattern. First, the play
shows the protagonists and antagonists engaging together in any typical kind
of situation where the tensions are only perceivable at a latent stage. This
initial scene(s) gives us insights into the identities of the play’s characters and
how they relate to each other (also regarding the level of power that each has).
We should understand the protagonist’s wish and feel hopeful that it can be
fulfilled. The following scenes show the underlying tensions building up until
they reach a moment of crisis. This can be done across several scenes which
display different aspects of the conflict escalation.

When the moment of crisis arrives, the play presents a negative outcome of the
situation, and the actors freeze in their positions. The final image, the image of
the crisis that the audience are being invited to think about, should present the
essence of the question. For instance, the expressions on the actor’s faces could
be asking “how could we have prevented ... from happening?”, or “What
could we have done to have made things turn out differently?”

It is important to bear in mind that the power relationships on display should
be clear but should not be taken to the extreme. The process should not end
up with a sense of frustration in the audience. For example, it might be hard to
find a positive and realistic outcome in a play that ends with a tragic situation
and strong violent actions. Even if we work on a “negative outcome”, we
should decide on a level of balance so that we give the audience enough space
to transform the crisis.

Dramaturgy in three images

Category of Exercise | Play development

Goal To analyse the conflict and prepare a dramaturgy for a Forum
Theatre

Duration 45 — 60 minutes

Size of Group 8 — 16, in subgroups

>>>>>>>>
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Exercise

This exercise can build upon other introductory exercises on
image theatre. A facilitator can facilitate it after the group has
decided on a topic for their Forum Theatre.

Step 1 : Preparation of three images

Divide the group into two or three subgroups. Ask each
group to think about the topic and then create three group
images that show the following moments of the potential

play:

* An image of a situation where the tensions are just
beginning to emerge, where the relationships between
the characters are clearly visible, and where we can
guess the intention of the protagonist. At this point,
there is still hope that the protagonist can fulfil their
inner wish.

* An image of the crisis, where the tension is reaching
its escalation point. Here, although the situation is
being portrayed as extremely difficult since it is about
to turn out negatively, there should still be the potential
for transformation.

* An image of a clearly negative outcome that followed
and resulted from the crisis.

The participants can first share their ideas verbally and then
create the group images together by trying to involve their
whole bodies. Alternatively, one group member can direct
the group by shaping the whole picture.

Step 2 : Presentation of the three images and
“dynamisation” of images

After 15 minutes, each subgroup is allowed time to present
their images to the whole group. The facilitator uses different
dynamisation techniques for each image (see exercise:
“Images to analyse conflict”). The goal is to understand the
images in more depth from the actor’s body language. At
first, the facilitator invites comments and observations from
the audience. Then the facilitator can choose a technique
that brings clarity to the actors and the audience.

Tips for the

Facilitator

Choose techniques that fit the image. When an audience
member can clearly describe the whole image, you can then
challenge the actors in the image by letting them move and
play out a small, improvised scene. For example, you can ask
them to act out how they think the action would develop
from the escalation point (image 2) to the negative outcome
(image 3). You can also ask them to play the scene from
image 2 to an imaginary ideal outcome.

If you feel that the audience is confused about what the image
is expressing, help them interpret it by using a technique to
specify the meaning (e.g., “interview technique” or “one
sentence each”).




From images to scenes

After deciding on a rough story line and on what should happen in each scene,
the actors try to act it out. They first improvise, then they discuss how it went,
then they try again. Once the group is reaching a point where they are ready
to begin developing a play, start introducing improvisation exercises into the
warming up process. Improvisation exercises prepare the performer for being
able to develop both their characters and their actions on stage. Furthermore,
they train inner flexibility. It is important for the performers to keep an open
mindset so that they can be truly open to the audience’s suggestions. The
performers need to improvise their reactions to comments and suggestions
from the audience during the forum dialogue, and training them to act
spontaneously helps them to do so.

In the play development we focus on expanding the performer’s ability to
invent a story in a playful and experimental way. During this process, allow
them to change their dialogue at will and to be open to adding or removing
ideas as they develop the scenes.

Forum Theatre groups rarely work with pre-written scripts. Allowing a play to
emerge through improvisation makes it is easier for the actors to own the play
and to react naturally to audience interventions during the forum.

The character walk

Category of Exercise | Play Development

Goal Warming up for character development

Duration 5 — 10 minutes

Size of Group 6-16

Exercise This can be a helpful exercise once you have decided on a topic

for a play and everybody has a role in it. It can be a used as
warm-up exercise to get into play development and can also
serve as a step in developing the characters. You might start the
exercise with a simple variation of a walking exercise to warm
up (e.g., using different speeds). Then invite the group to think
of their characters in the play and to imagine how they might
walk. Are you a person who walks slow or fast? Are you someone
who takes up a lot of space or not? How would your character’s
arms move while walking? In which ways can the way your
character moves say something about what kind of person they are?

When everyone has discovered a walking style, invite them

to develop a typical gesture that their character might make
while they are walking and maybe exaggerate it a bit. You can
also motivate them to think of what their character’s motto in
life might be, which could be one sentence that sums up their
belief or a typical attitude that they have. For instance, “I
think I am more important than everyone else”. They should
continue moving in the character’s style and start saying their
motto aloud in a way that would fit their character.

Finally, you can invite them to keep walking around the space
and every time they “meet” another character they should tell

that person their motto while staying in their roles.

>>>>>>>>
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Tips for the

Facilitator

Support the group to be spontaneous and really concentrate
on their movements first. Walking can have many different
styles and it might take them some time to find a style that
really suits their character, but finding it can really help
them to enter their role before each and every performance.

Improvisation exercise I: What are you doing?

Category of Exercise

Improvisation

Goal

To train mental flexibility, spontaneous acting, and
switching roles

Duration

10 minutes

Size of Group

6 — 20, in pairs

Exercise

Let the pairs find a spot in the room where they have space
around themselves. Person A starts miming something from
daily life such as eating a meal, taking a walk, or reading a
book. After watching them for a moment, Person B should
ask: “Hey, what are you doing?”

Person A then continues the movements they are making,
but says that they are doing something completely different.
For instance, if person A had been miming eating, they
could respond by saying “I'm climbing a hill”.

Person B should then immediately start miming this action
(pretending to climb a hill). When person A asks: “What
are you doing?”, person B should carry on miming while
saying that they are doing something completely different,
such as “I'm playing volleyball”. A then copies this new
activity, B asks what they are doing, and the exercise
continues in this manner.

Tips for the

Facilitator

The pairs continue taking turns in this exercise and should
try to think of a variety of different activities for each
switch. They all do this simultaneously. As facilitator, invite
them to fully concentrate on their partner and not to look
around at what the others are doing (sometimes there is a
big temptation to do this!). You can also suggest that they
try imaginary things like traveling to or walking on the
moon.

Improvisation exercise II: Switch your words

Category of Exercise | Improvisation

Goal Training improvisation skills for acting on stage
Duration 10 minutes

Size of Group 6 — 20, in pairs

>>>>>>>>




Exercise This exercise can help the participants to develop the
flexibility they need to argue effectively. Divide the space
between stage and audience. Two people go onto the stage
and the rest of the group act as spectators. The facilitator
gives Person A and B a statement to argue about. Person A
is for, while person B is against. For example: “We should
eat healthier”. Person A argues why it is very important

to eat nutritional food and B argues why it is not so
important. They have to both talk and listen to each other,
without stopping the dialogue, until the facilitator says:
“change”. At that point, the roles change and A has to argue
against healthy eating while B argues for it. The facilitator
can ask them to switch roles two or three times in the same
argument without changing the topic. After three minutes,
the next pair can be invited to come on stage. Once the
group is accustomed to the exercise let them suggests topics
themselves for the actors to argue about.

Tips for the This is a nice opportunity for the facilitator to motivate the
Facilitator participants to “play with their imagination”.

Aesthetics and metaphors are very important for a play and make it more
interesting to watch. At the same time, they help both the actors and the
audience to find some distance between the play and their immediate life
experience. Aesthetics can shape a space and allow everyone more freedom to
explore a play. A performance creates a space that is both closely related to and
different from our realities.

The images from the play’s development process can be integrated in the
performance. In addition, the group should think of metaphors that fit with
their topics and think of ways how to include them. Forum Theatre can be
done without many props and costumes, but groups can still find ways to
make their performance look more artistic. Examples can be using simple
costumes, working with rhythm and music, or integrating objects into the play
to spotlight certain characters or their actions.

The creation of a Forum Theatre scenario

Once you have decided on a topic and a sketch of your dramaturgy, you need
to decide on the specific conflict scenario. It is important to consider the
following points when developing the scenes:

* There should be at least one protagonist and one antagonist.

* The protagonist needs to have a goal and a visible desire for change.

* The antagonist needs to have a goal that hinders the protagonist in

fulfilling their desire.

* Both can have supporters or allies. There can also be characters who are
bystanders or people who do not get involved.
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Decide upon:
* Who wants to play the part of which character?

* Where is the scenario going to take place? Are there different places for
different scenes?

* What is the set up?

* How do we show the slow rise in tension from the beginning of the
play to the moment where it freezes, and at what points does the conflict
escalate?

The scenes need to be planned in such a way that the process of conflict
escalation is clear to the audience. The audience must understand the
relationships between the people involved, empathise with the protagonist’s
desire and see the obstacles they face becoming bigger up to the moment of
the crisis and the negative outcome. The group can use their own knowledge
of similar conflicts to develop the characters and the situations.

Very important: Do not assign anyone who has been directly threatened in

a similar situation of violence as the protagonist. We do not want to create a
situation where someone relives an experience of violence. Emotions can get
very intense, especially when performing in front of an audience. In such a
case, recommend that the person takes a role in the play of someone that has
more power in the situation than they had when it happened to them. It could
be an ally or a bystander or could be the antagonist.

When developing the characters, asking many questions can help the actors to
develop a fuller picture that goes much beyond the immediate scenes. Helpful
questions for the actors to reflect upon might be:

e Who are you playing? (What is their age, profession, family status,
favourite hobby, etc.)

* What is your goal in that scene? What do you want in the scene?

* Why do you have this goal? What is your motivation to reach this goal?
Why do you want what you want?

* What kind of relationships do you have with the other characters?
(What are your past experiences with them, and your hope for future
relationships with them?)

* What were you doing immediately before the scene started?



An example for a short Forum model:

Scene 1:

It is Ward's 15" birthday and the whole family is celebrating together. Ward bas
three older sisters: Salam, Baraa, and Wissam. Ward'’s mother has made a cake
and the whole family is eating it. Then, Ward's father gives her a present. Ward
unpacks it and finds a brand-new phone. She is very excited about it and gives her
Jather a big hug. The father is happy for her, saying that she could now call her
[riend whenever she liked. Salam looks jealously at the mobile phone, also Baraa
does not seem very happy that her younger sister got a new mobile phone. Only
Wissam is smiling and is happy for Ward. At some point, Ward's father needs to
leave for an important work meeting. He says good-bye and walks out of the house.
Ward starts to call her friend Nour to tell the big news. The moment their father
leaves, Baraa puts down her fork and tells Ward to give her the phone. Ward is
confused saying that it is her phone, and she is talking ro her friend Nour. Salam
supports Baraa and tells Ward that she does not need to have such an expensive
phone, because she is too young for it. Wissam and Ward’s mother stays passive.

Scene 2

Ward and Baraa keep arguing about the phone. Baraa says thar Ward can talk to
Nour at school if she wants to. Baraa wants Ward to hand her the phone. Ward
refuses and explains that it is her birthday, and the phone is a present for her.
Eventually Baraa rips the phone out of Ward’s hands and warns her not ro tell the
father. Ward tries to argue, but she starts crying and runs into her bedroom.

In Scene 2, the drama has reached the moment of the crisis and its negative
outcome. In Forum Theatre, this is the moment when the curinga enters and
starts the dialogue with the audience. What happened here? Who is having a
problem in this scene? Is this a situation that can happen in real life?

The curinga asks the audience to take over and offer different options for
action to change the situation, to transform the conflict and let the protagonist
reach their goal.
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Directing

Directing is a separate field and cannot fully be addressed in this manual.
However, these are a few useful tips for directing actors who are not very
experienced on stage:

* Sensitise the performers to move on stage without turning their backs
fully to the audience. The audience wants to see the actors’ faces so they
can read the emotions on them.

* Sensitise the performers to not stand in front of another. The audience
should be able to see all the performers at the same time. For instance,
while in normal life two people might walk next to each together, on
stage it is better if one walks slightly behind or in front of the other so
both can be seen.

* Senstise the performers to maintain a certain distance between each
other, even though in real life that might feel unnatural. Explain the
technical meaning of distance on stage, as it can support the audience
to see all the actors regardless of what angle they are watching the stage
from.

* Make sure that the performers speak loud enough so the audience does
not miss any of the words that are spoken. They might be talking to a
performer who is standing very close to them, but their voice still needs
to be heard by everyone in the audience. Talking loudly like this feels
unnatural and needs to be practised.

* Make sure that the performers use appropriate props and do not just
pretend they are doing something — unless you are intentionally doing a
mime. For example, if they write something in the play, let them really
write something with a real pen on an actual piece of paper. It is much
more realistic for the audience, and easier for the actor to perform. Keep
this within reason; if they are acting out turning on a television with a
remote control, they could hold a real remote control and point it at the
place on the wall where a television would be — but there does not have to
be an actual television set on the stage.

It is a really good idea to invite friends and colleagues to be a supportive

test audience who can give feedback before staging a Forum play in public.
You can show them the model and conduct the forum to see if it works for
them. Useful ideas for changes in the dramaturgies can often be drawn from
these reflections. Make sure that you plan enough time to integrate any such
feedback into the “live” performance.



Performance — Exploring interventions from the audience

The performance is the moment when the group really experience the

forum, since the interactive part of the forum can only be fully explored

with a real audience. The biggest challenge for the performers is to remain

in their roles and improvise from within their character’s inner logic in a

way that the audience perceives as realistic. There is sometimes a tendency
for the performers playing the antagonists to get stronger and stronger with
each intervention as they improvise and improve their strategies to exert

their power. Here, it is important to maintain a balance between successive
performances so that the audience has a fair chance to try their ideas on stage.
Depending on what they suggest, they might transform the conflict into a
completely different outcome — but this possibility depends upon the openness
of the actors.

The curinga plays a vital role in facilitating the overall process of creating ideas
and exploring them on stage. They must be prepared with enough context
knowledge of the play. For example, if a play is about domestic violence the
curinga should know the most important legal frameworks relating to it even if
they will not give any direct legal input.

The attitude of the curinga needs to be open-minded and questioning. They
should observe the audience’s emotions and be sensitive to them. When
inviting members of the audience to participate, the curinga should try to
particularly encourage those who might not be used speaking in front of
people, or those who are especially impacted by the topic. In any case, the
curinga should always respect the spect-actor’s boundaries and encourage, but
not force them onto the stage.

Part of the curinga’s role is to maintain an atmosphere in which people listen
to each other. Should it get messy with many people trying to speak at the
same time, the curinga should repeat the various points that have been made
but which might have been lost in the cacophony, and try to ensure that
people remain focused on an exchange in which they hear what other people
are saying rather than simply trying to ensure that everyone hears what they
have to say.

At the beginning of a show, the curinga establishes a connection with the
audience by welcoming everybody to the space, saying a few words about
Forum Theatre, and telling the audience that the group has only prepared half
a drama and that it now needs the active engagement of the audience to make
it complete. It is often a good idea to facilitate a small warming up for the
audience before the play is staged.

53



54

Warming up the audience

Category of Exercise | Curinga exercise

Goal Preparing audience for an active participation

Duration 5 minutes

Size of Group An audience can range between 20 people and 200 people
or more

Exercise Introduce the exercise by mentioning that Forum Theatre

requires the audience members’ active participation. So,

this exercise is meant to be an icebreaker. Ask the audience
to say exactly the opposite of what you are saying. If you

say “yes” they shall say “no”. If you say “no” they shall say
“yes”. Ask them enthusiastically: “Are you ready?” If they do
not sound ready yet, ask them again: “Are you ready?!” and
this time they should be louder. You might involve some
joking: “Oh, I see that some of you are still sleeping. So, I
wonder... is it really true? Are you ready??” If the response
is loud enough, you can start playing with “yes” and “no”.

You: “Yes”
Audience: “No”
You: “No!”
Audience: “Yes!”

1”

You: “Yes, yes
Audience: “No, no!”
You: “Yes, no, yes!”

Audience: “No, yes, no!”
Y

The game is supposed to be fun and cheerful.

Variation of the
Exercise

As a variation, you might ask them to say “blue” when you
« » . . . <« » <« »
say “red” and combine it with “yes” and “no

You: “Yes, red, yes!”
Audience: “No, blue, no”
You: “Blue, no, red, red”

Audience: “Red, yes, blue, blue”...

Tips for the Curinga

You need to be enthusiastic and motivating so that the
audience follows your invitation. Speak loudly, so the all
the audience can hear you. Once you feel the audience is
ready, the Forum Theatre show can begin. You can ask
the audience to count with you “1-2-3 action!” to start the
show. Many Forum Theatre groups use this involvement
of the audience for every intervention from the audience to
make sure the whole audience remains active throughout
the forum.




After the audience is warmed up, the performance starts, and the model

scene is presented. The curinga stays close to the stage during the show and
observes the audience’s reactions. The drama stops when it reaches the crisis
and the negative outcome. The curinga then comes onto the stage to initiate
the forum. The actors stay in the image they have created on the stage and

the curinga shows curiosity and listens deeply to the audience’s reactions (see
questions for the curinga). If the audience make statements that are difficult
to understand (either acoustically or content-wise) the curinga can ask again
(“Could you repeat what you said?” or “Could you explain that in a different
way?”) or summarise their comment and ask for confirmation (e.g., “I think
you said.... Did I understand you correctly?”). Most importantly, a forum is

a collective learning process which explores the wisdom of the audience. Do
not assume that you know what the audience might come up with. Be open to
any surprises, and always remain respectful of the audience in case they cannot
relate to each and every part of your drama in the ways that you might have

been hoping.
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Questions for the Curinga
1) Questions to develop a common understanding of the drama

» What did you see? What happened? Wait for the answers.
» Who are these characters? Wait for the answers. You might even repeat
their words: “So this is a family. This is the sister, and this is the brother.”
» What does ... (name of the protagonist) want in this situation? Wait for the
answers.
» Was the protagonist able reach their goal? If not, why not?
These questions help the audience to start explaining the
conflict situation. Make sure that the audience shares a common
understanding.

2) Questions to check the play’s relevancy

o [s this a situation that can happen in real life? Have you seen such a
situation before? It is very important to ask these questions and to get
positive responses. Should the audience only have heard of such situations
but not seen anything like it themselves, the play might not be so relevant
to them.

3) Questions that enter the field of interventions

o Which people in this play want change? What change do they want?
o What can (the protagonist) do to reach their goal?
» Who else wants change? What could that person do?

Note: if the questions addressing the transformation are still very difficult for
the audience, encourage them to quickly discuss them for two minutes with
someone sitting close to them. They should exchange their thoughts and try
to think of ideas for change together. Then continue with the moderation by
asking them for the ideas they have developed.




Some people in the audience might be more willing to come to the stage than
others. The curinga should try to be motivating and welcoming to everyone.
The curinga can also try to keep a balance by making sure they take ideas from
different parts of the audience.

Inviting the first intervention on stage is a crucial point, as the audience has
not yet understood the process of the forum. The curinga needs to ask clear
questions and give the audience an orientation into what will happen next.
There are different ways to do this. One way is to tell the audience that the
whole scene will be enacted again, but this time anybody can shout “stop”
if they feel that there is a need or an opportunity to intervene to change the
outcome. The actors will then freeze immediately and the curinga will invite
the person on stage to show their intervention.

Another option is, rather than repeating the whole play, return to the image
of the crisis and ask the audience for their ideas on how to intervene in this
situation. Here, you might even ask the audience to specify the point in the
play at which they want to start their intervention as some spect-actors might
choose to begin at a moment before the escalation point.
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Inviting spect-actors onto the stage

When someone presents the first idea for an intervention, the curinga can say:

“May I kindly invite you to join us on stage and show us how you would do this?”
Audience Member (confused): Me?!

You (enthusiastically): Yes!

Audience Member (shy): You want me to come on stage?

You (cheerfully): Yes!

Audience Member (curious, but careful): Okay... (walks on stage)

You: Welcome to our stage! What is your name?

Audience Member: Yara

You: Everyone, give Yara a very big clap!!! (Applause from the audience).
Yara, which role would you like to play?

Where would you like us to start the performance?

In which moment, in which place shall it be?

Let her choose her role. The performer that Yara replaces can hand over any
props or suitable parts of their costume and stay in the off-stage area during
the intervention. Let the audience member take as much time as they need.
They normally come up with a specific moment. Repeat it for the group and
the audience to make it very clear to everyone what is going to happen.

The curinga can involve the audience in restarting the play by getting them to
shout “1, 2, 3, action!”

The audience member starts the intervention. The curinga stays close to the
stage and waits until there has been enough time to try the intervention and
see its outcome. When the spect-actor has tried the idea, the curinga thanks
the spect-actor for their contribution, and then asks the audience to give them
a big clap. The performer they replaced comes back onto the stage, retrieves
any props or costume items, and takes their place in the new scene. The
spect-actor returns to their seat and the curinga engages with the audience:

What did you see? / What happened? What was different this time?

Did the situation change? If yes, in which way?

What did Yara do that changed the situation? Let the audience explain. You
might want to repeat what was said so that everyone can hear it.

Was (the protagonist) able to reach their goal this time? How did the
intervention change (or not change) the situation?

Let the audience explain.

What could be another way to change the situation? Any ideas?

If someone says “Yes,” invite them onto the stage. If nobody has any ideas,
motivate the audience to think harder. They can try things that might be
difficult in real life. On stage is safe a space to explore any and all options.

Note: The curinga can also encourage the audience to think of
adding characters that they think might be part of such a scene in
real life but that are not currently part of the play. These characters
can either be played by themselves or improvised by the actors.



Challenges for the Curinga

In rare cases, there can be an offer that includes some kind of authority
combined with a suggestion to transform the play in a violent way. For
instance, someone might suggest that the protagonist starts fighting the
antagonist. This can be challenging to deal with. The curinga is responsible for
the actors’ wellbeing so, if they feel that an idea could lead to violence, they
have several possibilities.

a) Question it — try to understand:

Include the audience and ask whether they think this is good a long-term
solution? What is the added value of this proposal? Is this really the solution
you want to see in real life? What would happen afterwards? Who would suffer
the consequences?

b) Encourage the audience to embrace non-violence

Address the audience directly by saying that the Forum Theatre is searching
for non-violent means of transformation and directly invite them to suggest
non-violent alternatives. Encourage the audience to be as creative as possible.
Sometimes it might take some time for non-violent ideas to emerge. The
curinga should remain patient and supportive and trust the collective wisdom
of the community.

¢) Intervene if needed!

If the curinga notices that a spect-actor is stepping out of character during an
intervention and using physical violence towards one of the actors, they must
interrupt the scene immediately. The curinga must protect the actors. Such a
scenario is unlikely, but it can happen when audience members become very
emotionally involved in the drama.

Each performance is different in both its intensity and the number of
interventions that the audience suggests. There should ideally be at least three
interventions, but there can also be many more. Once the curinga feels that
the group or the audience are getting tired and that no new ideas are emerging,
they can stop the performance. They should then take a moment to summarise
the interventions that came up so that the audience remembers each solution,
show gratitude to the audience by saying “Thank you for participating” or
“Thank you for all your ideas,” and tell them that the search for peaceful
solutions remains ongoing. Give them a big clap!

Being asked about when a Forum Theatre performance ends, Boal’s
response was:

“Never — since the objective is not to close a cycle, to generate a catharsis, or to
end a development. On the contrary, its objective is to encourage autonomous
activity, to set a process in motion, to stimulate transformative creativity, to
change spectators into protagonists. And it is precisely for these reasons that
the Theatre of the Oppressed should be the initiator of changes...” (Augusto
Boal 2002)
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Post-Performance — Reflecting on and integrating learning

Considering Boal’s words that there is no ending point in the Forum Theatre
process, a group’s process also should not just finish after the performers
receive the audience’s applause for their performance.

Immediately after a show the performers should meet for some kind of
theatre ritual that helps them to step out of their characters and back into
their authentic selves. This is extremely important for performers playing the
antagonists who have to repeat mean patterns of behaviour again and again on
stage. The group could do some movements together, shaking out or dancing
to get rid of the energy from the play.

Joint reflections on a performance provide enormous opportunities for
collective learning. After the play the facilitator can invite the group to share
any feelings they had during the performance and also during the different
interventions. This talking about emotions can take place directly after the
performance. It is also recommended to schedule a separate meeting for an
in-depth discussion on the learning taken from a performance a few days after
the performance takes place. Some distance can make it easier to reflect on the
social level. What have we learned about conflict transformation? What was
new for us? What did we learn about our characters?

If the group wants to re-stage the play, they can discuss possible changes
that can clarify the dramaturgy. You might, for instance, feel that adding
a character to the play might support the storyline. After reflecting on any
difficulties that arose during the performance, you might decide to change
some scenes to make the question appear sharper. You then have to restart
rehearsals to integrate these new ideas.

In the feedback, be kind to each other. Try to highlight what worked well in
the group and share your personal learning on the topic as well as from the
process. There should not be a sense of competition. The performance is the
whole group’s product, and the main goal is the group’s collective learning
process.

Finally, you should decide what will happen next. Will there be more
performances? Will the group continue meeting? If you cannot, or decide not
to, continue as a group, find a nice way to say goodbye to each other. The
common journey of a Forum Theatre process is an intense experience, and it
deserves a proper closing.
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Last, but not least, Rania supported the manual with her drawings and the
Arabic teacher Iman helped bring it to life with these final words of gratitude,
as expressed in this poem by Lisenka:

Poem for the youth:

Fly birds fly

It’s the time to use your wings
Believe me you are ready

Fly birds fly

Thank you for your friendship
Your place is saved in my heart

Fly birds fly

If you believe in yourselves

Life will give you a lot

Fly birds fly

When you see the reflection of your pictures
See how kind you are!

And share this kindness with others

Fly birds fly









iy S (o

Al el aaan <ol 38 A pusall I sy sing ol Amgie of S Ul Gl Jelisy
o ol B8 Slons ol e LS Sy el 038 (O 5 A5l LY aal (Y Al
L0 @S adinal Bayaed) Claabually 2 o 2 53 (Jdall 138 8 0y jlaill aan ol

AL Aasd O Aldle ctlin¥ s (il g Tsles (i) ) Ae ganal Gald S
Leiae e ¢l dal o 2 pmadl £ 550 (6 «(GIZ-CPS) ) (sl kel - oS
e 35 el el S8 e Jaall 138 iy b el e cililaall 538 s

s Ol A pad) ARl Aalee el g gl sas e Jilall Acadld) Wil ) Caaed (AT (a5 17504
o3 Gl Sl sl 3 Lgie e LS 6 a YY) Sl Gl agle 4y gaall cli)

el Sasal

G b slac L b
aSinial el Cdgll sl
(paaind si) i faa

S ilac L pb
Lidlaa e &G

G lac L nb
Sy gl 13

S oSkt 3Ll

Sk silac L pb

pS e elSadl o8 55 L
|k oS5) 58 0

Ol e Aol ol S L

Gk slac L b

1y



T

o1 (ha 3 cibpua g g e (8

Bajaj, Monisha: Conceptualizing Transformative Agency in Education
for Peace, Human Rights, and Social Justice, In: International Journal
of Human Rights Education, 2(1), 2018. Retrieved from: https://
repository.usfca.edu/ijhre/vol2/iss1/13 (on 12/12/2022).

Boal, Augusto, Games for Actors and Non-Actors, London/New York:
Routledge, Second Edition 2002.

Boal, Augusto, Theatre of the Oppressed, London: PlutoPress, 2008.
Boal, Augusto, The Rainbow of Desire, New York: Routledge, 1995.
Boal, Augusto, The Aesthetic of the Oppressed, London: Routledge, 2006.

Breed, Ananda et al., Drama for Conflict Transformation Toolkit. USAID/
IREX. Available from: https://www.irex.org/sites/default/files/node/resource/
drama-for-conflict-transformation-toolkit.pdf (on 14/12/2022)

Collins, Patricia Hill, and Bilge, Sirma: Intersectionality, Cambridge,
Malden: Polity Press: 2016.

Freire, Paolo, Pedagogy of the Oppressed, 50" ed. Bloomsbury Academic,
2000.

Galtung, Johan: Conflict Transformation by Peaceful Means (The
Transcend Method): United Nations: 2000.

Kayser, Christiane and Djateng, Flaubert ed., Theatre for Peace, Bafoussam,
Berlin: CPS/BfdW, 2014.

Lederach, John Paul: The Little Book on Conflict Transformation, Good
Books: 2014.

Marshall B. Rosenberg, PhD.: Non-Violent Communication- A
Language of Life, Encinitas, California: PuddleDancer Press: 2005.

Premaratna, Nilanjana: Theatre for peacebuilding: transforming
narratives of structural violence, in: Peacebuilding, Volume 8, 2020 —
Issue 1, pages 16-31, 2018.



Apadg aladl) A il - o )aY) e

i YT g csiiall = puae Alae 8 Ales Al aa 5 Y 4ily Il gy st 5l clalS ) plaally
sl i () saagall (Al O aay Wil de sanall dlac

oo 22015 ) A el (Al (a5 ¢l L (o g e pal) 335 5
0% Osbiar Gl o 5all el g 128 ALy a3 (A1 83 gall 5 agiluadd (e z g Al
el T Lo V) S8 151 pn A ) Bl 1S5 e i sl ol

g uaal) il (50 &l 1 Sl clie Sl (anss sl i gl (S

all Sy el amy ¢ o laall aleill Al Wa ji o1aY) Jpa A8 jidiall codlill i g
Aaliaall M) U Wl 5 o 1aY) oL agaal cuilS jeliia (ol 4S il de sanall 5520
Joniie g lainl 20 5o paniy Wl m gn o2V 2033 580 peliiad) e dnaall 0585 o (S
Ul Sy o)) o gan (e AL AL axy o0V (e 3 salall aleill J sa dlania Ad8lia o) yaY
Lanilly 3aall e S 3300 g g (e Lialadi 13la oo laia V) (5 siosall (& uSal) Jgus o d8Lusall
fliluadd e Lialed 13l L

Ol Sy Al Alinall ) il 4d8lie agiSasd cdn jusall (i ye 3ale) de sanall caal i 13)
Aol a8 08 s el ) Apadid Aila) Of cJU) Jass e i 38 L gl all )l
20 OV sl Jead 2aliiall Gamy a5 38 o) ol & jeds il gram (ol (8 uSEl) 2ay

Bl HISEY) o3 panl by il sale) @l aay clle A g S

ASJW};LGM\@JJAJS&J@.\LAJ\}\J}Buﬂﬂaﬁ\ﬁ;d)@@&\cabﬂn]us
iy ) g @llia )6 O ran Y dlandl (e SIS 5 & gt sall J s Al Aialad Lo
oebeall alaill Al g a1 Cangll g cleleSl e ganall i s 6laY)

Daiudias 8§05 al) (e 2 el i ()5S Ja ol aay aanan Lo Of iy 15
Of Ginld e ganaS daall (8 Sl paiull are @ ol cadaiad ol 13) Splaia¥) 8 de ganall
A 4y a3 o (sl 7 e dpleal A4S jidiall Ala ) amd) LeSiany a il Adlal 45
Asalic dadla (et




o4

«Curingay sual) 4a) g8 Al claadl)

osaid 71 538 G jite Aaludl (ge Lo 53 Gy (i ye Al (585 o (S 6300 s b
e 8 45 Jhay fa of Le a7 5 8 (Ul Qo e Adsie 43 jlay doa puudll
O Sy o3 S8 of 15 a8 130 1A (paliiaal) 2Bl (e Js3asall 58 «Curingay sluall aadll
VLY (e ) agoald cCaial) ) a5

e ) Jsla - Jlal (0

Lol a Lo 05 shall saall e o 13a () saiing 1 31S 13 Lee Jlal 5 sandl &l LS
Sry Cadapes 13Le $0n3) ) BLall 8 4%y ) 3 55 A Jall s Gia 13a o 71 S8V 13g] ddliadl)
) gall Jaativw (e Sl

peiseay Jsaillddie e Jilus oo Gy i) = juse () J5ilL B ilie ) seand) bla
Cany B OSeY) B leane 05K of o seend) ok diiie pe Jila ) 5EY 5 il
«Curingay ) Jhy of sy 2l Gany Adie pall JIS8Y) ) seda (5 aiuy 8 (LaY)
el Ala (8 G e las 1) sua

HoaY) 53 A (¢

padi g Jaail) U duadlll e 7 A ) seanll (e Jiad) G «Curingay i) Baa¥ 13
M\‘;A;,goi&._\;,gcJ)ﬂ\és dgdiall Axdalia Cand ¢ pliaall h\o@é&uﬂ\ il

b lible | seantl il o oSa oS0 cuma e el 138 e cplied) «Curingay
Ll

Cong A Lalill ey seenll Lea iy il AN dae 5 450l Cum (e 1] JS Gilis,
a2 ymey Wyl Sl i (35S o (S (ST e JBY) e A A0 dllia oS 0
43Sy ¢ el Baaa IS aa 5 Y il 5 ) sais B ) seanll 5l de senall O «Curingay il

SXy s Lga syl ot 3l colalaall Gapalil el ol aey ) 3aly o camy o108 aly)
e 1% o (@S Ll e 1788y J i ) seaall adliial e yuans cJslall aian ) sgaal)
150 ke agaial 5 paiuse )35 Y Apalld) Jslall Gl of a L) 5 e ISEY) aaan

2 diial) 7 e (28 Lgl) 28 ga (8 Al die J) g gl gl 3 OIS

Oe oSl o shaill elgd) f el ol cdludadl (338 ) Gl Caagll (Y - i OV 13 )
ety e higaill g lay) udnt s Alaall @y jad g Aliall A8 all pandis 58 Caagll (8 elld
G s Cpagdaiad) = e O35S O g eaaailly CluY) sdely JUadd ) c dial)
(YooY ds }Lﬁ:}i) € il



gomall (A Dsgandl Ga (liaal) 5 g0
d)s.} Qi «Curinga» _):.u.aﬂ Sy cJaaill ‘_,JJ;Y‘ BJSﬂ\ Lo il eﬁ.} Ladie

«813 (slaiin GBS (5 i lge g &yl o Wil alacaid oS el o J day
19U 2(elii ya) sganll gume

lazs (Uslany) sl

S ) e sl G a5l 1(Usad) D seand) e

laad 1 (g o)

(zomall dnia o i) | Gees s(paiss OS] ¢ Jpund) ) sgandl (0 suae
felan Lo Jlin pusa 8 il Uy rcl

1k i) seenl) sac

(O3eaa)) e G TS 5L ) siiea apand)

fagali () a5 A sl 8 Lol )L

o al) oy O v i o e

058 e sl s Al (o b

4 O Lanlie ol gl sl il ool (6 aslasi oy 501 Ly cadal (A1 ga5all Sy cla H g0 sl gen
Ossn Ledale aaling oMl i gl 34l ) seand) sume £ ¢z pusall A dihaia b olid)
T dS el s Lo a6l geenll g de ganall clly ) S dina ddaaly

sl e agia Baskh oo A ) caydale) b ) seandl «Curingay il & iy of ¢Sa
WOAST Y €Y )y adli jo & gucay

DAl iy g = jeaal) e L 8 «Curingan Diaa) Ay Jasill 8 ) seanl) sume fay

e el e Jiadl «Curingay el Sy mlill dyg ) 9 Jaal) Al el IS 2 )
Sy 5 oz sl () Allagial a3 G2 gagall 252y Giialll ) sgandl (o calkay o5 et lina
Jeldiyg eania I seanl) (o Jiaall 3 gay caraall sgbiall 8 4ilSa 3alis el ol il 5l (g
sseand) e yludl

5 yall p2a CaDEAY) L Thaa 13l Sl 13k

048 )k (sLd cpnty L Y) CulS 1) S sl s da

ey Fn Al B aile )88 e yi = 55 ) sgaadl ga faasll g2 o) b 4dlad (g3l Le

Aclan (e aeall
Seoasl (D pl 5f) Jaaill e (a9 sl oda adan M J g sl (g (Rl 50 Jhag) S o
T sl g2

€S 4l ool il (o)Al 48y )k - sl

e seandl dind ISl ol padis ol ol (S5l 13) Aaiall ) o seal caniy sl JE 13
g omal Lada o cApadl gl SLall 8 im0 5S5 08 6Ll 4 ja agiSay ST dpaay el
Al aen GLESIWY (al (1S

Ciluadld ABla) B psill) o Uayl | sgaad) «Curingay susal gady of ¢Sa 143l
O Bla daa pall G 15 Coad LgiSt g Amd) o) BLiad) B agdiall 13 (e 15 Ja (S0 8
L glat gl clbuadldl) oda | galy o Cpaliaall

oA



oV

i cpd e ST sl ) 3 grall 3anind SST ) seanll (3 alasY) Gans ()5S 8
e Bliall Wil sl o S camaall U e s 1 5ina 58 O «Curingay smsd) Jslas o
seaad) (e Adlidg o) jal e YT AT e KU DA (e o 3l 3l

il e aey agiy al ) seand) () s lanla 3 ) Lda e V1AL s
Sy el any s Lol _)‘%.A.;l\ 4 gl g 3;...'4\‘5 A CJ'L ‘_4\ «Curinga» _):.u:\.d\ CU;,J

8 e 4aliiad sl aleSh agiiall G sgandl Hld) (3 k) aa) Jiati cellyy lall diliss 3,k
3\...4‘)5‘5\3;\;&\.\.&, u\_):u.'lab\ «‘—EJS»CHU‘UML,S\X QSA.\“B_)A\ Y QSJ} cd_)';i
o=ddll 5500 «Curingay sl o st s sl o ¢ sliaall danty o g Aol el Jaill
ALy lelaY o el dn3a e

oo Jseaad) Jlal s 315 pem ) 2o cleleSh dm sl 1S5 (g Yo (s AT 48,0

(o8 Akl 3aa ) ggandl (pe bk (o SliSay clia (il gall 138 8 Jail A4S g aa IS

el seenll e Cpliaall pany U, 38 Cua JAN ey ) seandl Lo ey Al A sl



«Curinga» yeual) dlivi

Laljall & yidia agd o ghai Jai (e Abiad ()
LAYl fdhaa 13k Sl ) 13la o
sda Alile sdayy tagilalS ) S5 of s Gli€ay cclila ) L) Siluad il 23 & (o o
) s 13 5 il
llay) k) SAllal oda 8 (Jhadl anl) L 3 13 e
913ale (XS (S Al 13) Sadan ) g sl e 500 g (ST Ja o
deasi )seandl o 0o XU gl pall Al & 53 8 el o ) seand) ALY 238 2l
e pgd )

28 51l Ala culd A el () (e (BRI ALiif (¥

U8 (e 8 sall 138 o il 5 o $a8) 1) sliad) 8 Coaay () Sy (a8 5 138 i o
G i gan B ) seanll QIS 13 Aulagy) 350 ) o Jgemnll s ALl 038 5l 135 pgall (10
g Ala 3 A jusall 0 65 Y 28 aguaiily Lelia Ui 1 gy ol (K15 a8 sall 020 S
COAN Jlaa A ALind (¥

Soy o iall e € 503 &y 5 dgs jusall 038 8 i gl o

£adn M sl (3l o) lady 0 (S0 631 Le o

Suad il 13 Jady oo K 130 § il &y Leal (pe o

S pgradd gganl) o 4G dmaa Jgaill Jgli Al ALLY) il 1) ;Adadk
LS ) gl 0 g cagia GBIl (uday (add aa ¢piiBa Baal de ju Lgidilia
8 g sk AN ) oo agdiu ik 08 aill i ppaall i) B il ) gl glay g

o



X

aellal qaziny (3 sh shan (Y B 13 Yy () sans agild (amyy 0l 13
50 pelld camy G 3ala Vs Al 13) (80 santusa ol Jayy 1l
stel g (5S8 Of an 8 el 03 5 (1 sanina il Jayy 1s A
Ja . delual 0a Lails 013 e oSimny o (sl 1D ) 3all o
(55 Loy Alle Alaial ) il 13) (890 5 jala a3l Ja flia momaa 13
A5 wprdy 2 alll el iy

RPN il

Wy sl

«!¥y sl

«lazdy 1) seanll

Wlan caziyy il

WY Ny o seaal)

«lans Y caniyy sl

WY cpai Wy 1 geanll

Aaas dalll 65 O i il

e e 5 (maly J 5 Ladie G0l 15! s o) agie callas 8 Gl (e Jaaail
Wy 5 «pr

«laxd «_yas| cazdy) il

«Y G5l Yy 1 seand)

«omal Ol Y o3y el

AR RFC S KX C RISV NERPVIRN|

OSar la seend) O e O 3 na edlelan (g IS (e in «Curinga»

e amy O sgaal) (e il O iay ¢(stiial) ¢ puan e T O

(Al U8 Ylad o liy (e KB ) ggan) 48 Hliie e g5l 7 jase

g ol e LB «Curingay el G o all wai diry o sal) g ¢ seanl) slas) 2n
Al Al g A Y ) Jeat Ladie a8 65 Lol all ¢ seand) Jad 250 5 Jaadl g (i jall (LS
3 seall 8 o shiaad) Jhy csaisall ead 7 sl e «Curingay sl i @lld ae
Jadl 3535 I Bary a5 ¥ suad «Curingay sl jeday s 7 smsall o Lgiliily | 50l
O o) 3m) Leagd Ganmay il seaadl (1 13) ¢(«Curingay il il gal ) ) seand)
dan) a1 5 5 «Curingay i) dlw o (S ¢(s sinall Cum o 5l 4 guall Lalil)
i o) aglilad Gadli g ((FAdline 48 oy b 7 5 iy iy ) (Sl La ) S5 eliay
alsiddee s saiiall (el e aaY1 5 («rmnaa JSGy clingd Ja | call elif agicfyy (L)
) e Riia (80 seanll g il 8 Lo Copai il (m 38 Y ) sennl) ASa CaiSidelea
i€ 1 3kl Ll agh (e i€l aae Alla b i sganl s jina Wil (S 5 ccilalia
Lol



Lol CNAN Gildgia - ¢

e el ¢ jal) GLES (e Y Cun (oiiall de ganall Lgd a3 ) ddaadll g claY)
2 )53l 3 elill s masall dad sy A SV sasilly Ais ) sgan ae V) JalSIL sl
Gl (s 8 Al 5 ) seandl Wl 48l agiad Sl Al haiall Jabs e Jlai Y
585 5 58l ) sman (o ) Gaa el 53 0 saaly 0B G sall I (g 4 5 Hlin 58
st Bliall agall (o clin ag5 8 A jlaal agibatl jinl () st 5 () slad  Lain JA23 S ae
Sl ar S 4 jail Aile dua ) seand) gl ()5S Cumy AU (i g all s 0315

138 (S el dalide dagii ) o) jeall Jsay 38 ¢ sgaall a1 e 1] 7 jusdll
osiaall ~U) e adiay Jlaiay)

sle LglaSing 5 SISV Ly ALl dleal) Jags 8 G san 1) 50 «Curingay sisall casly
(JBall Jas o A juaal) Blans (e A Slaglan dgal s lawions &3S O ong ez _aaall
bY) aal «Curingay el ey of i ¢ il Caiall Jga ) 925 Gm jusall S 1)
5ple daalisa (gl pdy ol o1 Jin g saim gally ddlatiall 4 i)

058 Ol Dseaall elie Baadly o 5 ¢Sliluia LAidie «Curingay D) 058 o s
«Curinga» M\ J sl Qi Qan c:\SJM Jseantl e eliaci 3 oed die Lealad Lulus
O Gl il gf gl ¢ ulill alal Canmill 8 agaladiin 2ty ¥ cpdll Gl ) aan Gala (S5

On Jiaall 3 53a (Curingay Jssall s sisg o cag «JIsaY) JSs g g galls (ald JS
Zomall o sehall (Ao oy Y (Sl cdaaly s ) sganll

& coanll agany ) Gl 4 iy ga e Llaall 4 «Curingay sl 552 (e s
0085 Of amg el i & Caaall () gl glay (pdl) GalaEY) (e daell g an 8 G san Al
Uglaa g ¢ oam il L Lgilas o Lay 5 Al 5 e sl 8 ) Adliaal) L&l «Curingay s

s AY Al L ) agelaiul g alil) 38 5 ) el (laca

o Jsfs caanlls cun il DA e seaad) e Yol lusall o o pad) Al 3

Ll 5 Ja Lal all o i 38 A ganall () sqandl Sl 5 csitall 7 juse (e CilalS
e slaa) das aal) e 055 Lo Ble (LIS seandl @l il 5 Japls Jans I oY) dalsy
Al ape J8 ) seenll

256l slas)

«Curingay sl <y )i Oaadll g g

Alaill 48 jLaall ) seanll Slac) Cargll

Gl o 34l

ST sl Gt Yo DY ) seaall 25l o oS dc ganall paa

A4S Hlie Gty sl 7 juse of ) B HLEY) JBA (g (G el o8 Oyl
Craill 13 (5 s o o il e oA geaall pliae (e ddatis
canally 4l b gule Js O seaad) o llal e geall 5uS1d5 5l

<L L L LKL

o¢



zIAY)

el (mas o el sa s el 13 8 JulSIL 41455 (K ¥ 5 (omie Jlana 58 21 AY)
izl e B S8 i (g satialy Y Cpdll Galiaal) 4a g3l 2,44l

G seeall JalSIb aa ) sl 5l 099 7 el A o & jaill sl de i @
oA elia del 8 (e ) siSaly Jia Galieall o ga g 3aLis O ) sanl

oz e 150 ) seanll (5% O ng e A plad Gl ey G sall e i @
Leginns s a3 Bpalall sl 3 ¢ s e 851 s 3 Lases
in aalal 5l AY) Cala Sl Ladaal ey o) 7 el Aad e i) (e (el
LaadSdys ) Say

e s Bl ol e ae Sl e cagin A dilie e Llaall aasall i b e
J}&Aﬂ\mwﬁpccw\&hw@ﬂ\‘;\uﬂcﬁ\ M\ﬂ\ow\éwb
e 7 maall ¢ saaliy SN 401 3 e Dl iy lieal) s Ay e

B oo 8 sl seandl Gt Y i S Ley Lo @ eay o sty Guasall Of (e SB o
a0 A Al J1 3 Y 4 ea oS0 caia 135 Uy 8 iy AT (350 ) (sa3al) aaay
ol () gliag s and e 53 38 Jle G geay Gaalll ) aead) J8 (e

i€ 13) W) G o slad agals salla 50 dalia ailed () sardivn puasall o (e S o
cm uaall b Lo Ui ) 535S 13) Uil Jpons e aumd e caalial) Jiiall Jany o 56
e Jemns ¢ seanlldnndl g JiSTa) didad 35 dakad o s Al La Ul | oSy age
St e JUl Jlea Jusdi ) stiag 1 530S 13) ¢ sbrall 3 san b 13gy Ladia) oe o] Jiadl)
Lilall e asa sall Gl ) agen 55 s a2y e oSa3 Slea des pgiSad a0
Zomall o Jad Sl Slea lia (58 Of sl e ol STy SN G S i

O illandle il agiSay Cum clan bam 5588 LA ) gean |5 5SSl 5 slaall 350
Lo 8 el siiall ¢l ya) 5 agd 23 salll pmye Gy caladl (KLY 8 (siiall A juss aplais
Ol 038 (e don poall yuil aia LKA adATL) (Ko Lo Wle (5 el Jaa s S 1)

Skl o1V 8 cUaadla (sl gedl alS o) el e oSl



o) agdiall

L Lgia ST CHBRS T Led 35 e LelaSy Alilal) Jiinig 3 5 i ualal) BDall die 4
a5 (Apan Laall 5 L) a8 a3 63 Y] ol il arand 4SaS 5y g 30l 5 Camiia alug s col g cadba
Waall y (bt e 138 Gli Ll Lusentia Ledl paa Jsane Caila o) siall 5 Leatidy 35

) B Dl LA el e Lgiiaay Jlai¥) V) adaio Ll 4 6 Ly dees Waall 5 3y
s il e clias s yural) Wial oY Load sama a8 Y el o LS o sanall Cailel)
gl b yalaall 3 g allg Ao a3 cle Adaad 3 )6l it g odum S Al ss gll ol g
palla LAY 5 Leianay JuaiVlh 3y il e 5 aaeall £33 aga Jae glaial

35 ) el Litae) 35 (e ety LS g o) 3o J 5 claall 53 jalia Adaaly LAY
Aalay Cal Ledl 3l Iy ol o pDls pei 58 Lgiana e a3 Ll Ledila 43l Led clld
Al Jad 2 D L pla g5 3 8all 55 @D e 3 pa J) 55 Y LY (il Jaaly il

1Y gl

13 A paall (50 () Gaatill eiSay 355 O o) I8 ecailed) Jon G¥alady o) a5 355
ilel) 5 WSl yue 4l e g 3 )5 i i g el Lgadaat (O 355 (g o) 0 25 D
Clgla clasall g JLa) e lei i 5558 35 52 (e el o)y AT dlill A Ll on
Leosidi e ) S 55 ol 8 culay LSt cdldalaall o )

& 03 (ol 7 pune 4 Al Leadli g da SV Aaad ) el jall cilia g oSG sgiiall b
S (e TLia ias 13k ¢ ) sgand) aa ) sall fay s «Curingay sl e Jaay il daall)
48 511 Blaadl 8 Caany O Sy il g 138 A Sagiall 138 8 41K 430

a5 Al glaal ddlide @l Jld apali g A s 3esal) (53 ) seand) e «Curingay usal) callay
Ledar ) J s sl st )l dpad il el 5 ) all a3 cpaia Sl

oy



o\

Dt ALl 5y pea sk e afiaall ae by AuY) (e 22l 7 5k cCilpaddll gk vie
rot Led Sall plial] (Sl aall ALY (e g 6 _pilaall 2Ll

(..l Almball pgil 58 o ilall gy cagliga ogin 5o o) TSI (e dpadli0
$aia 2y 53 13le Sagiall 128 3 clin s e

alll oy 53 13 faiat] Gladla g Lo Saagd) 13a clal 13 o

Loy cperne Aalull &l jlas o L) 5 AY) Cluadally elly 5 Al clidall ¢ sile o
(Spere Al ClBe (4 4S5 6 bl 5a

fagiiall ey Jid 5 pilae Jadi S e @



(25l 3 g oy ST Liaaliia Jaats Fum puaall i R a1y el e
Sllaall e Aundl sl ptn s Tom ol G lase slad (o seanlls (il sl
Aalose ) 1A G Fom pusal) GLESILY 650 0 13 3o el it Aalse JS35 e

S e dalida o Lindl 5 85 ol )) Jas

& Sl de ganall o cino LS eela¥) ga don pusall skt dolee ) gem grad (S

T dee Koy Lebaai ddS (3 )k (8 Sdill  aganal 5o e aulili () G i)
Jead 5k dlag) e senall Gl J1 3 Y S0 el 35 <y sSaall (e duaall 5y skl
zed s ot sall 5 S Y ae Jaadl ol cddanall ol W) aladin) IS e did ST L

oS shs 5 Apae cliadd e ¢ puall laduil s jusdll B cLi2Y)

iiall 7 pa g e £ L)

sk 8 o ehile oL silal ) (el sl la pusal Taglia 12 sumga 5 ol 3 sna
;L) Ly sl e 41 Lol slel s agall (ho g ) yuall

Y e aal g aad s J8Y) e aal g dhy el oS ol e e
owpilldaal s 4 j (Al dhzlisy e

A st (A ) Gy i ) aadll 2l @

Cilaadd Uay dllia ¢ 6% o (S WS ecida 5 a5e Lagia IST (580 Of (Sar @
Sl e alail gl s it

<) A a3
aadd gl Bl iy ne
Caaliall dabiag o Slal Gllia aa 53 Ja € o bl Coanss il @
S il sa e o
@l s et daal ) dus sl Al g igil) B e all plELY) s caS o
o) pall acliai dls ya

Gz ¢ sgeall dasal 5 ¢ pall dmai dlee Jrad 44yl Japlaail) ) aaliall #lias
5 Al sl Jla A ge abaladll 5 Cppinall (alAEY) G CEBal) agd ) seenll e
Lalal) L e aladind de ganall Sy LS i HY) ddaal i aeliati ga) 5 ) sl
i) all g cluas a8l ol dllaal) cile) 3l feile ) ually

Caie (i ga b il U5 s03g3 a3 Ayl 5 U JhaS Gadd gl any 258 Y Of 3 agall (e
Calal gall epa iy Clinll 4 jad (udly padudl) 13 4dle auay BIA 3 5 Y 4dl um (Jilaa
‘éj\;}dua';ﬁﬂ\;.\ﬂgg.;aﬁ;ﬂbﬂb& dlquﬁ &J}@.A_Aﬂe\—ai ;‘JS}\J&G&AB%&MBA&A&
058 O oS o B e o Gl 6 Cumy Gl sl i 8 ST 5 8 4l (i s s

A aadl




¢9

Oty agdl sy 40 elgy o sy Gl S Al ((fyy () Jaal 52
(IS Aty By Gt 13 QU S e Ll Glisa Gl
@il (alaal Uy ad gy o)) aiSasd

oallsill) ol ja ) 138 Al & el e oy padidll a o caay
e O om0 13y 1y sl Jlug Laxie .(‘*jj Galudy
e clalas e Uak Jady 3] J s L A 8 ooy oSl
« Jlag s caaadl LLaall 138y Slag &3 3 idall 3,81 Caally
A8y Hhall o3 ol ety g alady Lae

& oSl sl glan o s el 18 (8 il 3 LN iy
810 (sl agl QU IS Aaliaal) ALY (pe de giie de sane
peS i Gle JalS Sy 58 i ) ageal ¢l e clibiay aal g i
s 0 5S Blal) 05 A alaiy e Jsa haill aae 5 o yaill
sladl 4 agale i ) Ul i€y (@l oLl S Gy 5
Agde il 5f el N sl Jie 4lla

GilalS a0 ¥ Jlad Y1 Gl

BESEN il g 5
g ol e il Jas ¥ @l lga oyl aagll
lEa ) . 324l

Al e pana JSE e Yo T

o Ayl skt e (S il (el 138 2ol o (S
¢ seaall s = el Cp Aalisall anadly o8 Jlad S AG8LI g5 aling
b O RS (5 pealy A ganall A5 7 el ) ladd s

«hy sl 4l ga Ailiall le g a5y Ll Sl

JSB O Gy 1l s e s o sl Laigs ¢y e
(eaall aladall 55 dpaal Ca 8 By sl Jalay e eana S
glaiul Gaail) agle any Alaal ple s (A« Jalas Laiy
oy 1l J 5 Sl all Gl 53 (pan) agaany )
JSY) 2 Jalas o e g 1 saV) i el yall o2a b
o agie bl ) Tl oSy I3 e o @iy e auall
a3 g s sall ik 92 Anall G Bl e SO 5l (G se ) 5aY)
a7 paall ()2 smaall 00N e ganall 3 o0 Say ¢@il8y S
pendills il 5o (0 5n S aged (el e de sanall aliad
APERAYPRESH

el allly (e S Ll judadl luall dad) ) da 8 028

yorall c.\ha.\




k) e Ty

Ol g 55

Bl)

:\:_M \(.\'AA

Ln el 1o g e 8 1 2 e 13k By ya 138 055 O (S
Jsaall elaa] o yaiS 4aladinl (Say e )50 38 IS 5805
s 8 sha ey Wl )5S o (S am pusall gl
Gle ju aladinl (Jic) elaadl hally cppail) ey eliSay Siluad )
iy dn juuall B agiliads 8 Saill de ganall g1 o o(Ailida
‘)aiﬂdﬁidﬁ?ac)aég;Ly‘flﬂCﬁidAs;&A\ﬁligg4§
CSay S § ) IS @y & jatin (oS OV Al 35S dalise Jadiy
il Clpaddll (e g 53 gl i€ a Ui

Belay z35ai skl ad sl ¢ oliall b 4 sl ppenll oSy Lavie
ey S L Aol Lay 5 (oiall ol pgiisnad s g o 585 8
(S 535 Bl 3 petald Jlad i LSl Lo o ke in
Slo peeal (a3 sai i sa gl agilaine (adlizaal g3 le 05K o
AISTES.- JUP B DR PP FOTEN.| FURA R gt JE. P gt S PRV

sfds‘;mtsas\@dﬁm‘;)bmme@pmﬁq‘\3:\53
e Jlady (a3l 138 g yis o) Gang <5 AT Bty (o sty
223l 8 elad)

OsS OF Sar YT LESa e S i dsie (Sl de pandl) el
g any 5aY) (3 i 8 5 AdliAl) LY (e apaall il
qh)ﬁﬂ\oﬁ;‘@ae«iwwtegﬁgeﬁu@s Jsiall

ol S U8 aa 5o A Jsaall e s aane by o Sa

yorall C“L"‘"‘

Sk 13la 1) e Y el

Jasyy)

Ol g 5

s Qs (all Bl Al 45 5 yall s

Caagll

EXEURR

Ball

iﬂjk&bﬂA}Ad&i‘;Cvi_W

Aol agaal 0 6 Cum 48 a0 8 UK alagV 40 e ganall £
o daa sall 3Ll (e Lo o o8 & 8 ((fyy sl Taw caguads 481S
Sl ny cdldaall Lgiaalia aay LS 3e) 8 ) o o) a5 J sl

«80285 13l b ey tdlan o ey padld)

Ol

<L L L LKL

¢A



¢V

Wwlda ) )ga (e

U slaey ¢ sliaal) o iy cagdia JS 8 Gy O g Lo s il & g g ol ) a1 3831 2y
O 2mas A8 e (sl slag o sa¥) b GBS (38U o5 Y (sl g Gy caliiad
Gt Jaal 1oyl s pusa g sl el (pawtina L (058 6 (Al Al ) de gandl) Jua
alladl g agiluass skt o 0l o gall (el Jlad )Y Cplad slaa) dgdae 8 Jla Y
Alic o Lalial) aosall agall (e aglala &35 pall Jiat @lld e 5 Dl 7 juall L e
3535 A Jai V) I cpasall zling ¢ seandl cilal 581 e Ba (it | 65 5 i daiie

o il e aga xis coaiiall ) sa ol ) sgandl o clal JBY) 5 cliletll e aglledl
Ay alall o aasebuy (g sie S5

Aa o 48y phay duad IS o (ga5all B )8 Ars 8 o 58 S g s sl skl DA
Azl o ALVl s e Hl) caua an ) sa unts agd eansl cpleadl 28 J3A 5w jads
alial)  glat oL Ll 5) ol l<al)

n pusall L) (Y s 4y 5S4l sl pe (il 7 pase e sama Jani La 1400
JS5 Jelall g daa jusall @) cpliaal) e el (o Jang I3 ¥ JBIA e sedall
RPN oLl Jseaadl Q)\;Jﬁ@‘ﬁgﬂa



Sle dln ypaill A ) 5l Jemy S a3 5 ) em e
Wiy e Y Ll Cua 4l e g gl gaai e 02 )
Joaill Jlaial llia J1on Y ¢l IS0 Jsay

A Y e g Cuie ] ) Alod) dsiill daa) 55 pea o

Lelen ) gem ol o Uehd an IS8 AS i Y5l (S jliiall (K
Y Sy eelld e Yoy JalSI analual aladind 4 slas M
LelaSl 5 ) saall €U JYA (e de ganal) 4ua g3 de ganall gliac

ssall (@aSaliany, g AN gpuall o2 oY B ghail)

e s el gy e iAo sane JS) ) ABES ) 0 2xy
5y s IS0 dalide 4aliny i jlaall anding (leleSl de sanl)
sall ?@ sa Cargll _(«&\_).4&\ sl saallyy 2 op el ).L:.\\)
i) lual) aady ol 8 el e B3 e ST Gany
CLAA.\“;Q mhgéﬂ\uﬁuy‘ )@H‘J}@Aﬂ\wu&;Mb
- oseaadl s (aliaalls ) suall

el elac aal (S Lavie 6 ) saall canlis ) clygdl) il
e Ofiaall (gaa3 lIb aay iy (i guin 2 LelaSl 6 ) paall Cim s (10
o Glxd | a Mo )l 2 Jae 5 & jailly gl laud) (33 5k
sk analiie | ST 5 | 58 jealy () pga allal o AliSay (JU
(T 3osall) Ao Ao ) (Y 5 seall) i) Ak (e 3¢l
Aagit I Y 5 eall (o 2gfiall o gt agia ki ) Wyl iy

R

anaclis b ) guall die i e Ly Gl e sgaadl O oy 13)
o sheby (B G o) ) 33 s a1l oy
(«lagia IS0 32 5 dlany) P RGAREA]

¢



¢£0

64“\ C)s.u Q@Jﬁhbé

Lea ok (A ALY Jaad A3 play (g5l = pasa o shay (531 (a3 gaill dgiall JS0 o oy

gl da il

Ol B uaal) el Yl Jal e 3 (ge Uaai (L silel 3) 2 o com alliall Zaaldl) (e
8 )l ) (S Y ey Bl gall (e g5 ol (o L ()5S s o samdl) 5 JUasY)
el A 5 A punall it iy 5 A 5 )51 2ghall 134 Uiniay AielS Al e
Jhay &g aed O ng oL JS L ity Al (5 81 (5 sianay (3lahy Lo L) ianad) Lguanny
2S1 55 ) A1 il ) A Ll g sy L ASa) 8 S yaig gl
£ (o Ailia il (i ye3 U B2 el ALl (s e Y1 Al Y (o

cpadd) ga 8 () sliaal) 2y g cpun sll Al A don pusall a0 (Y1 Adaal (st Lanie
Jandl 8 s 238 G i L Sall ) seaall 5 500 o I (R JY1 ) em) Ailgill 5 ) suall
e LS Sy L) SIS atiaall o g s Ao el (585 (0 oSy (Jlad) Jass e
«aline (S8 i ) sa¥) Jrad dled LilSaly (S (3 Layy sl eqfsanll (g . aia

O i Y OS5 Al 5 (055 O g A g ymall (5 58l o i) gl O pgall
Jaw o seanll sl Taball oy sano lanll a5 YT g cap0n ol ) 2353

(5 sl iy 0 . una gl 5 A o Lo gindl om0 3550 35 <Lkl
el a5l (s sha 8 O g b datiny e Ulae gl Jia ol 58 ddsie Jladl
A el 8IS dalia ) sganll

Jyﬁﬁgé%ﬂhb-ﬁ\

don pusall g ghat il g g

dﬂhﬂc}&d&p)uaﬂmﬂjttyandﬁﬁ ;ﬁ@\

dadyTa.to Bl

&pqﬁdﬁ;}&;Ag;\W..A cha;d\a;a

T e (e A Bnga el e 0 el 138 ey of (S Cr o)
Lo a9 A ganall 8 () 2y D Jigii el (K 63 gaal
Lo omlal) il e

25 ENG yudat s J6Y) 5 ghadl)

IS e allal e i e sana 3 S (yie sana Al Ao sanall oL
paidelan ) QO oLk Al i g suiaga B Sdill A sane
Aleiadl umyueall e Al Cillaall

OS5 G sedall Ll i i) 4 oy (a8 gl 5 saca @
O LiSay S g ¢ a9 Ay Cilpwadlll] (g BB
Ol € o 8 Jal llia J13s Y il pall o3 3 Jladl s
A1) 455 35 e 5

<L L L LKL



:\umwjﬁm&\hﬁbj;b}d\ubqojﬁﬁyﬂjﬁs\gc@
a5l 1) S Ll gling (o (s ¥ s il
wbhw\wty%&)#‘ﬁ&w»‘ ‘(:A‘)lzﬂi\
ol LA LS Les (s s 40

g a8 Adlise il e (g s il 4US Wyl eliSay
e W g (L A8laal) ddall GSLYY s yaall bl ciled i)
el S Ll 8 523 5 s gall iany St HiSay o ¢y )Y

o sl e Aalal) agy jlad 8 5Sal) 5 IS elail 8 Craay
O o ally Ca g8 gl agiSay cclilladl e 5y Sl Zalidall (SLaY)
OS5 38 gl Aladl ) el o3 cle o i 0SS5 eclilaill saa)
(BB pay 3y L S22 Al ) SLBU e ld A8y Lyl cllia
O o A P8l aaas Al Adlad) (e il o sl agie allal
oalaEY) (e Cle gana JS5 A5 calal o don juall jucas b

o) JEEY Aie (allald cod yiay iy La (aded S 13] i () oy

A4S Jliia g Lae (usladl clld 2ay e sanall 03] (S (AU 6l
n ae o shail lel) im0 55 38 Ll () galing Sl Qanaill

e Lalia g g guimga Ly ) 8 Al

Lelasl de sanall e die il e sanall il (i je oy o

Jaals e g gelae 05 ks

Gl e Jl

D08 O agall (e ¢S jliiall Ailin llisa s lale e oS
Ol itiay | 58l jpeall ey ST elea S0 de ganall
AS el and sl CLiS) s Aadlially Bl Y 5eY) of za s
IS (5 ym 2t Ll cgle Capaill wgi€ay 1o gimsa )5k O con
O gl padd e Gebimilly (95 _ndi a5l Aalall agila (00
Ao sanall elinef (e (sl al S 1) carlie (g 5l a8 gall (pui
& sumse iy 8 MRS Jglad dla g guinge o (5 58 al i
O Bady Juali e seaall Cul€ 13 adde BLEY) ppeall (Say
AU skt OV Laaaal Hlis) o 28 gal) eliSag ¢(palisg
sle Jandl Wl ) 55 38 (elld (e Yoy | S LAl 8 de sanall
ol (s (8 Cpiline (agdia

¢ ¢



¢y

O ipml 8455 — A jual) y s

n raall & yidia g gaim s LA (e T Cun n pusall g shatl (e ansdll 138 = iy
‘_A‘\ d...a;ﬁﬂ 3al< 'SJ}AA!\ T e\ Al :\_.35:\5 Calasiaud (:.I GJMJY\ Q\J\.@_A ‘_A&: L,\.}Jﬂ\j
_%A)wd”k;}lﬂ)%\JJﬂ]éJﬁma@

o A8 i) LI A (e e len IS sl 7 pase gl sa y shai oy L Ble
¥ Qo yil) Jlai )5 RSl Sl gl JOUA (30 ALE a5 anal
S aaat b e sena) aey ) geall A (e sl s (U sm D A L silel allyy (3
Lelals (5 gl lSaalins st & Gl agin juse

Y Gl Hlail) | seanll S gie ) s (il o yusa (2 el 05 O i) (1

T e o s e s (Al Galfieal) 2 055 O pgall (e (fs i) 7 pean Jary S
s 2yt (pn S L S el s ) Lo Lt ¥ ol 3l il 55 sl
058 O g 1,0l ey JB g g g (e Canall (8 )Lt agiSay sl dalal)
Bisae s pead il e 3Lin el ) b sl 3a] Jic s A panall g g i 5
A )50 e a3y agiilllas

€ 9 gall aad

A el g shas il g 55

il = s g gm0 g A anaS Y argll

gy £0.Y Bl

el A28 g A palail) U 3 sall

RS JLie O-F (e de sana /) T-A dc sarall aaa

peilael i s alail 0 Y (e e sane ) (S jLEall 218 Croadl

aie gana (1588l Of agie llal ¢ il 23T 5 dpaula liay

4l at SN o cgiall =y A Al Jeall pgading (1o Lo g ge
G311 eall Gl 5) Y G ) ea o W g 05S Of ang
418 g ga5 sl B 005 e e alla sl ((Ban) 5 dpadd]

Ao sanall Lulia g g sall ()5S o ang psill Cingy = i Jlgms
Vo e saad b ISl s Cile sanall g2 cainall W ) sgand s
il e o IS S agie llal o Ly 55 438

alia Ja e senall 4y ) g i 50 dae j3 Ao sane IS 285 aaY
DAY S 1Y San) 5 ¢ gainga (A Lgmaan (S anial ga sl 4l s
i (Ciliae g n ga e gane JS (S 13] ()5 130 (5 o oS
O LeleSh de panall o ) g gum sall 138 J g AL Jagrasis
0508 gy 5 i aeil s ped Tuillh Ala Y £ gamgall )
A ganaS a4 Jaall e

<L L L LKL



Clpaddll 550 Un oliSey ¢ bl Ciie 45 ¢80 25n 5 Alla 8
Aghal 48 jall aladinly (@l s ) seay 5o AL 3 ) suall sl
Ge i AT B gea 5 saall dysad Claad 3l maeal (S
Oe st G S el Jans e cagn paldll e 1 Jially

B e L B Alile daa o) agdia ) Alile Al gl Jsa i 2gdie
iy «in Lo Ciua g agililad ) seandl (o ol o liay (5 Al
Jial Ay slhae p5<5 38 ll lagpill ¢ 55 e seendl Jlasi o U
Jsal 1

a;JA.AAu @L@.\S\ lalsl) g 8y gaaal) 31300 W
aadlial Ga s sall 38 Galieall (e allal 63 ) gen IS Ales
138 5 o) _all s ey Ol 5 caela ol 5 age 3 ey a3 ) aged)

SSAE st e sl din G813 lae agllus o) liSay
8 5N A gl () 6 ¢ imall 13 ) sgend) Clilad e Jad
@Lﬂ\@}&d‘ﬁ)ﬁ%ﬁﬁdﬁ@@b‘ﬁ&sﬂ\ﬁjﬂ\

(S i) (mnd Wiliaa Gy yai 058 O (S sealls Jaall ) e
Gle ) 3l ae dalall ago bt e 1oLy ) g oLis) 1 jlia) 13) dals
Of @y 13]Gl QST (e JSG (g 5l Aabid) aladiin) sela) s
3l o) i i) oda e Jaall cpanies | gonl (€ jLial)
Aal) e oSU (Jls sl 3 Ae sanall Ja12 A5 o Lid B ) (e 3y 3l
il aay <al) 5 il slaall (aDATLY )

nall e S Saabigall Japdl) s aladii) (b ddaadle

) i€y 38 51y S ol AL ol Ailae LY e panal) (o
Ae sanal) ool Jla an pmin Lo e 120 ¢ pail) 138 juals

¢y



¢y

ALY e85 48
Slaalll oda b ) \SE o Lae
falaalll oda b Jadi e o
Cling oo Lo falzdi Lo Jadi 13l @
& Al sac aul) (M aleiy L Jua i) sn g Lae
(g el o Ao ganal)

3ns (o DY) L) el (S ¢ semnl Al qsan (1o Ba Y any
Lol 7 jusdll

AN 7 glgisall (@ ¥

RS LA Slaal Siay ¢ I 2 b 55 sall cansy (Sl I3 A
O Sy 53l L caginadd jeliay Jalall Sl e 58 5 e
s O Cng sl Ghomy Latie Tlea sy dpaddl) Jie 8 Gy
Deliall 5 ISV S e Jle & gean Guaail) 8 (S jLEA paea
O39Sl i 35 ) geall d padid JS Eaady o ang cageal S
oandl agumail | gmaion Vi Cang 3 ) saall (g s AN (525 il 5
RO GUPRIRVE P eT I PPN N [} PR N U
i o ) T ey e and call ¢ el iday
Dseenll rlendl Wl iy (L 43 saad a1 - 1 53 54l

A g Adliall Hlaill g 5 pgd (e | 538y in DUl ol B
S

e 13 AL el Ul e e 2y 5l taeal s 8 Ul Jass e
138 (s Gy s O 23 OSans L o 138 oy 13l dole
e e 13 aal 1sUhd Gl 4] guaall o3 Jie s W, JLal
il 5 HlBal LSS 1) A Y oS sy 12ene sk Lat (l3a

€Ll g 1aa cal Y s U cpiala | gEs ol

& S Garilly Gafiaall Zlandl sa RIS & 5l 53 gall (e Chagl)
28 sall agagd Jiia o aeluy Las cagipad il 20 xdla))

A;Udﬁ'éh\jﬂ.«;(c\‘

OSay Aopadd S (ge adh 5aa) 5 dlaa ) i) Ulal adall (1
o2 (& lipadd al i o o 5 aal gt Loy i o sl

e o gluilly Glals L L) ad ‘;ﬂ\ ileali 3¢ 8 oSy & cSidaalll
JS (S Guad A (g0 agasdy O pluall (S 5 ) guaall  agadl 5
|5IS o) LS ) gty () Cany cagilany Gaanilly agd landl il
Lo S Ul cagalSaly | gusagy sl camiy |6 joay s cagiluads
A Ol

@hgg\s)agésﬁﬁ(.\\’

LA ag ) sem (e JEBY) e Cpliaal) 5 gen Wyl jlaall (Say
A pally (ST celld aay alady Adiga aglinadid () 5S5 38 Le JS) Ll
a3 agdia I 5 pall Jsatin Sl oda ae Al
ey Of ay cagiall o) (Bamy g el el gy S (050
o Sl laly o5 o el adf ) lual ey el G Cany L
JS 2y 5 Le Sl ) 13 Sas 13y cagilaadle e Sl s ) sqanll
ol 55 iny f agie (Y Sy a5 Sl ) Apadd

<L L L LKL




¢ el Uy 38 ) Alaiaal) il gada gl
&u)w‘;é‘qs;j)sjsbya.
5wl A1) yigi3 ypace
Uindine J213 jigis ypae
3iall s da Ll d8e (g1 33l e 3 saa o
AN SN ST

sl Gty (50 s 5 & s sally Jasi o i ge & S agiSay
BAJAA‘\Ai)L.\M\ o ):\.\aﬂ\ \.:A..!i?G_ISA:\ cuaa_\j\rsg_ma_\s

ssall a e Y ghdl)

oo (Bl e panall gt s 18 &S A jumatl s i e
S (e lall Gl g gl dalisall G 7 sl 1S
U5 gyl Lo (5 AT e gl 1 Lk pem i A g
ozl ol il g slall sy peall ) sean e panall
G Ll by geall 3 adg ple o Galaill ) geand) en) Al
Jie) fmaa lnaia s (3 535al) 81 13 e i) 1o e gandl o
sla ) S el iy | iy (o) sed) (8 GBls 5l £ 1,0 @b
Bogeall 83 gall 238 a8 3 5580 JAY Cps (e pelal sl pge

)A\A?E‘)}A\a&&d)ﬂﬂh»:dhj*@ \Mﬁm:i_j yosral [REENgT
pa elia e il e agand laeS oFla_judi oS Sele kil
w¢}‘&§.u@\w@o@wumé}gjﬁb

sebaal) el ke

|5 A s (inlly ¢ sumsa (o 5y pum danay daal s a5 Sl 1l
BN 2Y SV s oL A yaall 3 ladi4d s 5l anE

On A8 Jiall Slasall o3y 55 eall ) ¢35 A1 058 il

e Al 5l A
il
915358 O (Sar (e e
Lgazanyy Clpaddll 038 Jay 5 o Sy () A8l ¢ 53 La e
§ Landl)

€ oo i) 138 Chany o Sy ol @
€ bl 138 Sgan i Caany o (Sl e S g Le e

N (@S aaliallyy I Aabiaal) i) sy de gana JS PRENV
LSaaliny 3k GlId ary 20358 (g ) umn il oliaf Aain ol
Aol 48 ylay (pliaall Ao laal) ISEY) CELESILY

Al s () ¥

ALY o el L seand) (5 05 Al 3 saall il

aal alahy ALl Coslad sy G laall (Sa el gidal

T b oot s sty See BlE Gy sk (e a4l (S LS
Al 55 pan dals ) alainl Wayl agiSay) clpaddll e dld
i Ol 95 ) geall 8 Glaaddll 85 o Gag (AT 628
Dseenll slime Y (e clgi a5 Gl Lpad ) (ga o 308 (5 she JS
Faalal) agilinf ddlia) 5 )58 5 Saall 281 gl 0 52!

<L L L L LL

45k ia Sl B by seal) CaliSind 8 ae b ) 6kl Al mllacas J) g sivef aaiin W
LY Glany 235 Ui 5 Saaliny JS50 Bana B ) g () 5 s all dilise



Y4

o 58 Uy 130 3y ¢S LRl (mnd Al i ) 3 e S
A e liaiall cuasll e 7 5l 5 (g3l 5) Saadly ) gad Jadlly agnal
ol (o 058 38 (oA Ay (pDliul) s sl BlaY)
OS5z A (A o 3 Las) Lo s o 3 58lly ) sl 4 2l 10an
Lo iag o8 (L V0 ) sedl) ol Jlally ) sadll N Ul (525 28
iy ol ) o) Y1y gl e g sind g oS Uil (an
illad o ladll gaen e sanall G ASualiall 5 Adaalll e lly
LS il o) yinl L dalina dlayl 58 aa¥l

il Gy o el (S ¢ e Liall (g Ailisa ) i S jlie 2y
) gl slall et 4

Lo $ilas CLSaalinny oy ja (pon S eliSay Sl (il sall ¢ 5 e
03l o3 e yad (St ) Linaina 8 B ¢ 5

(siiall = el | HISE A Ui 038 385 () ¢Sy (laa ¥l amy b
Lt 8l il pall Jals 58 G el (e 5V Cigd) () clld e
CJ} ‘)'.;.’J\J @l e\d';:m\ el cadalid) &

RS ) A sana aaal J 1485 oLy dilee Cual oda ;Adaadle

e Sl ddllia e sanall @) s (g S ¢ ulalinal) oy 5l
ool lpdan

dusall (e £33 Jalas

BJ}A\C)M u;!JAﬂ\&J.\

Lo jlaall ae Caindl 5 1530 55 58 aalia 8 Jalill 5 Sl Caagll
Bauatiall

gy v._to A

Q:\S‘)Lﬁm oy L'}A:&GJA;A/\T-/\

:\LM \(.\'AA

BJ}‘A\CJMUAJSX%AM‘U.{JM\&C&)JHMM
Qs o sk de senall o gl e o) KU ulalizall o 5l
A5 il ALl 5 10 i gl 50 5o

ds ganall 5 g 1) b ghadl)

S oS e Y e e i e sane M Ao senal) s

3y sna oLISY 4383 10 Cle ganall ial ca2all Caa @lla g K
JSE 5 geall 585 O ang IR o g am g0 Jon AS Jidia

A8 Hllie pgiSay o(paglas) ol 5 agn 5 Dl jpai s aglmua y Elld
QA\}J,\}Q)HAJSJQEJ};A\ cm\dﬁaﬂaﬂwﬁ)&\
Oals sl Ay )AY) slme V) L) 5 Lelashi 3 ) guall JS0S
Lea i e Yo s O janthy b IS8 ) g yay o il g ¢ 5 ol

-

<L L L LKL




a3l 98 pdalizall oy odil)

s o8l Calisi)

Ol g 55

€Ll e ¢ g camal) aa Canall 5 (g sl el Calaginl

=) S 59 & B) Sl
o) Saill 5 5o ¢8Il 3 Lgaad ) a2 Adliadl) ) 5080
ooad) duaaill a Jalall

Y

aadr YaVo

A e pame JS3 e VoA

Gadd (el (an) aguany alal Casdsll (5 s ()5S LG
AN 2 a5 () Gy cdalth oy el aladiuly AY) 58 o) aal
JSE 55U il (e alla) cans €020 ) gag il (5 Al
B s Ladie i jall 8 Lalad¥ dd dalad s all dal ) e Jals
& i Ladie ¢Cpadl) ) aoldl) Gadil) Gl ) 4ay cppadd) ) 200
3alal Sy ¢ JalSIL oany SN &y i) iy () any ¢ ST )

3 gaall Jio Adlide CIS o 4 o s 4 ) elail aan 3 & el
) A s e Jas ) e any calal ALY J 300
Dtall Gty ¢3383 EOE ) Cpis aay el (b agdlly (ge S
W) Jaasi Ae sanall (e

DAY s Jalill 5 pSaill G5 22 G el agall (g ¢yl 38 2y
(el geila ¢ ylail) el o (S el (e ddlina 21 il o

iy a5 3Ll (S il (e el (o Sy Al 3 shadS
sl 4a g alal mlaise JS5 el 2 Glusey LaaDIS )
ol all Aaa Baad Gl ) i 8 G sl g O 5S a5 ¢ AY)
i (2 & 53 Gang Jpanl) 138

Sl I Jaastl
o)

il oy siil) oy e ol Wyl (e cclld ) dilialy

o LSl A il S Lea o 1 A5 (e e sana (B 2 5151
A Cle gene 3 Y 5l Ao genall i G any (DAY 12
e CrAY) GalAiY aal 3 g AW e Sle gana ) ) ganiy

O AY Y en s el e US4 (s0a) sl 315k
e Of ong sl i A (paddll dpa il gy LIS G iy
V) ot U8 Ly 5 4880 3 80U (et IS ylndl)

A Cile sana () ol L SE) (il ol aay iy

pg ol oo paill oS HLall ) ey (A50 (ge Cle sana
S ghd e seliall et Lo Gle o paill Aalidal) el gladll oL
A

ol A Jaal

e JalS ISy 58 il 5 Caaa g el gy LAl (4 LAl £ 0
O gl 5130 Gl 138 J3A 30 alaialy de sanall () cagalisal
i Bl sa ) (sl aee il Jaad ailalis i g i 32080 (4 Ul

Jal o S g elae) Gli€ay ¢ e a3 13) Jai o Cand cday e

B et S o g el Bas G e LS

A Heliall Jsa Al & ey ol 1o el il sl
(@l 5 Y AR ) g1 L S liall (s S

<L L L LKL

YA



Yv

dy5ie 3 ga

Ol g 55

Dall Dl iy aallly el

&GJ\~

YA

:\:_M ‘(.\'AA

Aaliall (34 g de sanall ot Cumn Jlally el iy
o 431 Sl g i il el gaan b e s ol (leLeSly
aie elan b)) sea (585 (S )Ll e gy e g suage (0
Sy Tag 5 48 Al Caatia ) aal s (add Jiiy |G JS5
Aaclan b)) o LY eall 4l a5 has 3 5t & 3 ) guall
SV Gt b geall JeiSS G g

il g1 0 s (1A 5 ) gy 2 sluaall ey () Jass e
EJQJ&MJ&@JEbJ}A&}&&JK&N\Cu%;@J
Dl Ve e Aol sl oy o Hleall Sy cdaiall

Gtailly el 58y ) sl 0585 o S el £lgl 3 o
oy (sl B e ol b ead) 3 ) seall U de saaall e Gang
(i Jae cJlall s o) JAT ¢ guim sar (5 531 5 0 il
Jsanllclile suin o skl o g Lo (S (L) o) dal
Leaa Jari Sl A ganall ol AL ) g e

O aall (S il e g AT 5 sem (g0 JEEY) (e Yoy
a4l O gomi Le (pilat Aoy | ghaay () (S Hliall (e llay
L) AS5ally el et O ang @35 ) suall B ale
RES\ES%

Gl e daandl

4l (ya ST (0 Ll Sl (e A B e gam g i) dglad) b
Ll 138wy o Gaagy cagiladl 8 Led 3 ) sm (3585 aaall oSy
J=d 293 50 A 8 el 5 agadl g0 e 58 5l e S L)

(s Sl S gl 5 (58 yaciany () (S Ll A8) 5a die aaslal
OV 1kt e Ll 05 pmi dman g (51 Jams agand a5 5
S A Y e 4y ) 8 Alie HlSal laa) ) ) ks
(g el 423 (e Cpliiaal) @ie () ) (e LIS (8 535 o

Oe SN Y Aaall ¢ 9o o peailly 3 slalaal) A agac s agall el
O oAV AR (e (g2l By ) Sy (Y g ey ey Sl
ainall Flall st daelainy) Alasll 1Jie) 13 25 ST pual 5
(B el

yrall c_\La.‘




iy o Ailide Apnan 5 13530 caan iy o Baenall 3 el 8 (o
cuaall anm g oy paddl) ) ol g o Al o pad il
(il 4 slady e 7 i oo g olla) oo Uil Upms canl S
Alad 0 ol glay 1 931S La agd 28 A (addl) S 13 Lee plaill sy
N

) Leguiany s Gl (L je gl Gl )58 :de

Jaai Lai ¢ lall () 252355 ) suaall (0 gl 535 &5 ¢ ladlali g
OF S et V) e Sy (Lo Undi el o 93 ) el 028 58
o el s 5ad 8 of aae Jidy dadliad) (e Yau )53 alads
o il 50 duny s 5 seall e JA38 (3 guall 3 La Ui
Blagy ane () AT i aaaly Lain 5 yilall W 352555 el 58
BB ) s

5ok dllin (S5 ) (Say A Ao sana (B (o palll (e L) 2
«hy palZaY) o s lia | Galadl D (e e sana 8 il
pedll iy g @y padidll agall Hlab 5 deaill g Andliaall o
il Jiy o5 (aladl B aais ) sea bl Sela ) all b
«@» s« psi 5 seall N ki s ) sall 7 A «y

5y sall (o paddll & iy o (it juaty Lgaa a5 il
O3 il A s paion I Baa Ui ge s zmr s «ly xSl
AT e 0e d il s seall G saann g B 53

o) e daandl

el e daall e (S i) jmg Laliall 13 ol ple e (S
(osall BA Ga Jlsay (b aedl 1At O an 35 8 cagelay
O e perad o s g2 (el agdl Aol 3 LAS U 5 agaial
a3 13 ISV agadl 525 at SIS ) gahy O 5 Cpm e 15355,
253 O (R eJlally (g5 _mdy Ladie Jin ) paia¥) e agand
8dia s By IS dgal ga ) Il (g ildaalll s3gy 5 sal
R

A el 4S jlie A gaaall (e callai o i€y ¢y yaill any

€ el 13 ALl e LT ¢ pa CaS o
(e A8 Jidia e gumga sl B pia (il s ) seday Cadi b o
$ o e caniy L) S 13 € ) guall

138 W € laall (s purall (@) sally ) shati o) G sacan
aald 8 gl |5 ey o a8 QIS Y1 (S5 ol 13] 5 ¢y el
Lo 1148 )l Ll Cu daitia s A umd 45y play Jlal ¢ LS o oS
Lad jia all) Jiea Jaad o (Say ) seall o Aiiag A gaall

¥



Yo

5y suall Jas

EJ}A\C)M

Cnoadll g g

g L) S e a3l 5 chaslall  poall Gosla o el pla
sl 23 Y

........J \o

Bl

Al Gle gana JSGE e VA

3.::94;.& \(.\_AA

Sl e (il o) se 5 pS 5 il b de senall (il
ol = il e ghaill

& Uand) agany elatly sl (e shaiall (S Ui (e callay
cMW\M‘;M\écM\Mﬁw) (Cna

O yandi g amall glia gl aii e Bléall agile a0l Jiny danill
Sl Of 15 md 13) olad¥) il A Ll (8 ) jainl) 5 an il
) 335l 25 cardin ol ) 5 byl da) jiu) 31 agi€ad (ania
gl

(Cpmaddll i Cayad Y el a1 AY) S jLiall J
u;‘sﬁ‘a\).\uumj&&gdg u«_..ml\‘;r_wk.‘@hh}m
&b S sl 8l 55 gl ln b Sl aguianad Loy a1
S0 XS 5 IS 1Y) Canalisa]

AL ) &5 (Jpadilly 2gdiall Ciual de ganall g2

foladdll il 585 of oSar (e Jsa bl ) ASEY) L
Lol aiad 3l ABall & 53 La S mnall aguiany () 58 yay agdl aEiad o
§g s sall (458 O Sy 13l Slagay 53

Wil agi€ay ce sanall (52l (585 28 s ) IS8T (gl s
‘SJ}A\QAG})';.‘HJ»Q,}M\ .\;iwa._ﬂké‘@tﬂ\ﬁ}ki.“g
e sanall Jlod G lld aay (S Bl (o S Jiaall Jlay Lai
«?Q‘}!\ BJ}A\ s (2

Jlasi &)LO::BJ}.A\ dLAS:}{ «@&» )';‘ﬂ)\.ﬁm'&}c)eﬁﬂl.\q
sl e calite aum g & OS5 oo e dgdiall 3 a5
Claale w5 5A1 5 ye de sanall (o llal caleny By OIS S
s ey 58 ) eall 7 LA oy Jai 2 Alaiae S ol 93 ) 5
e (p el iy (Adlide A3y Hlay () e b geall 2y AT

8 gy ol il Gaany aay 1358 5 ey dae Jaa @y wa
DYl de ganall rran 5 D juail) G il 3 23 (e jlual)
& oml gl s a5 e e JEY

Gile gana ) Hlusal) aganity ¢ paill (i 3 ) geall Cinaa 53 G 2ay
Ol s V) () 3a s il rm s s (083 Lay ) Al
a5 padad Jiiy &5 dadlaall ()55 (el (B agSy i as

o dll) DAY il ) el Al OB («y g2l

<L L L LKL




M‘QAJ&‘S;M‘—SJJ‘A‘CW

Caaall elly g cpaglaiaall 7 e Lngie 8 dadtivsall Lpubusl) ol aad 3 ) suall 7 e 22y
Jalad (85 ) peall = s aobiy Cum Lalial e (e 4agdy ca ¢ gunga (8 Gaee JSA
o Jeall i G e sanall (Say g Ll (mny e dhalall Geal) slica) y e laia Y 3ilaal)
AT ol dlany 5 el 5 cLlie 5 Daus celaall) 2z ) suall

Lo s e il Bl gall Jsm Adline it Cilgn 5 AS JLaAl ) saall aladid Gl sanall (S
sl (508 50 o il (@alliall (a8 sallyy (uSad ) o cLASY agised Sy el e 3000
il in 5a Le (ULl s Blad a3 saall & s (S coaill 138 e afle

Ui 05 O

Cuny okl ¢ jusa mje gkl (8 el I8 el Aaga 55l 5 ) uall = ey Jaal) 2my
O (S ¢ sum gl 13d alell bWl elen oo 5 BlA 5 £ gm s L) (8 aclon O (R
haadall g alial) (L) s (JsY) 5 shdll s ) pall & jue (55

sl T s Jary S

i) gall (g il ALAlS Lialuaal aladialy 4y U paie pam 2y 3 ) suall 2 pona 8

L) o (8 Badme o) Ulaf e Wil (g a2 1 e | Gl (g0 lEMR) llS 5 Cabal gall
(A lalins 3 eV 5aaeie ) gaalld Yol Lidlial e 3855 ¢ saall po Jandl 6 el 2ic
e Bl Laie Gale by gaall JS5 Cain 5 38K e 3laY) Bale WiSay 43l e a1 e
Cuny (ad il dpead i) 5 il Alall o 1laie) (8 sk 5 5 ) el agh Sy La ey
e daleny el ie saaaiall Sl o2 S J 5 agall (e Adlide <y 833 suall Jaiis
e o Qi Jglad Y Ll Qi) &l jlen g si g Liie gana ooy JS LY 63 ) gaal)
SV O g o8 3 saall ke Of e ies (581 5 Jayy) gm glea) ) JEEYL 5 ) saall
Adlisal) il liaha o o et ) Uianad a3l Jagl 511 () aaions Las (84 5
@ da a5 o 0% 13ke (Y15 Y O deiar S 138 I3y) 5 geall Lo i )
(Ss Al il pass

A3 yay dwal) da plasial (8 o s (gl Ut e plaill 8 geall g Jaall (g Canll
Laluad Jani Lo Gle 5 e gall US 3] ans 5y o 8 4313 G gl) g e puaal) e Ve o S
I L Llle 5 el 3 e die Jpaal) e palE 055 8 La sl 38 jaall (ga liae
38 ol 05K o Ry Ay sl 8 yidl Laladl ) sl

JM‘&QM\ ;JJJJQBMAMQ\}L;UN\U:IJLAH\#

Y



Yy

S S 1 ¢yl Alalia aaly g yall Jadl) of Jaaty of Al
Wyl A8 all s o (S ¢35 4nd ) b a5 e oy (L&)

5 W anall s ey pad Cng el sl Gl 1 (358 a5 Lk
s b sl B0 sy ety oJad 4 e 5l sl day
Laadl (5513 Y el 138 8 AN s (S LA OIS ()5S o
G 13 YT Lada o) Jad aal el ai L Y IN ccdlzme e
Al e A sl S Jaaty o i cgsall adll aasa]

2L Aalg) s sall Qi (Saall (e clal (8 il of (g0 SEN
o<l

il ) S am )5l i S jliial) (e bl (3383 iy 2ay
WD aay A el ) S5 ) el o g

i Laie 4apai liSay dania Al jo (8 el 138 oy o) any
L) IS jpall LS 35 508 5 5a Jrdlly agaal (S il ¢
Dleb) vie has s (S (Sl e dasll (85 350U e sana
On S Juad (A Sl (B e 538 e pal) Jae A
e ) ga gl o il jamy W A G e 0SB Y 5 5SA)
G S Lae Jaally (3laty 0 sl 138 (f Ao samall S5 cdag e




8 yall (i

Sl Al o )yl il e iyl Joal 50 Ciog)
R Bl)

Ll Cle gene JS3 e Yoot

:\:_M \(.\'AA

alal (a5l (S Hlisall (g callal AL e gane ) Ao sanall ald
b aal s sadd lay S 3 e G seal 0 ) SIS ) LS Ganill agaan
S ) G iy o DAY e ol jally HLall (5 5k e 3L

jhﬁuiuqc@hd\%u‘w@)ﬂo]fmiswdhw

oy 2 a5 WS o1 LS (i puaty (€ liiall S o 1 LS Y

el S 5 o0 iy o) al Al Cile sanall jpai (3318

A2 hll luaY) A glaa (S e 5 a5 add o s of 050
S L ety

o IS A patll Jally Sl o8 el (he slgiBY) ay
foanl Laguiany (S g gy el Ladie ) gl (IS aS o
O S (A all a6y (oAl adill) 3Ll cuilS Cas e
(el A8 S 53 il il
Sl e cuiCad Ja 218 ) g 8] yall Ay jat cuilS CaS e

O 4l Cle sana (M) A sanall pandli GliSay ¢y yalll 130 b

LS Jsn dazml g ool (mpe e xS (ST Sl ) 5SA

Ol S Y el Jass e Aalisal) aladind Jsa g el HLal)
Ame Al e Blaal) ) dalsy 2l cile ganal) ol 5 1 all
et s o JaS) e age il (s e Y 8N () (e 2SI clagin
Calalide ganall KN Gl€ay e gall 138 Jia culaal 13day j

a8 s b (5 55 i€ 1Y) 5 (B )5S L Janlly (3lahy el 0L
Jaall

sl

XU

Al e pana JSE e Yo T

pians dgal s (8 ()5 age 5 AL e gane ) de sanall ol
A yag Laxie VI el jami of (S Y (cad agdl | shiaty () Gamy ¢ anl)
258 Al il Jadty il s agh sd e jaa
sdun (g O s a Lo pall dll iy all) o O ) el
e 3adl Gl o By o Gl aey 2l e Cangy (Sl g o jay
oy A paty g dg Galdll (ol & e J8 e donns Tl 1
sl Jsn By Al g5 130 ey (65 0 (g5 peall (3 6,10l

<L L L LKL

vy



A

Lo 40 6Ll e senall Zlasdl 8 (e shaidll

Col) (alddY) ol e SSHL dliay () 5 G e S ¢y i) oL
1) & g2 il i€y el Gal AL o sitey 4pn 5L () 5058
st gl plalaall el e ads ol o stiad S

A Y sl s Vg

0585 O oS el (Y 13s Lage e slaal) adlaind aay

e Gl Adae o328 Y Lo Jalill 5 HSail) agall (a5 cAdlide

Ol 3140

claay!

Ol g 55

CAYL el V) S alat g e sanall o a1 oy A8 oLy

X ERR

A Cle sanae JS3 Jle V11

Oaa 138 Y 15k Al Cle gana ) de sanall Hloall andy
DS (g il e sanall JSES (0l (o 5 388 oS S 4 (uadliy
AR e Yoy 0l oLl bl G patl) G el 13 4y (USY1
il hal el (33 5k (g0 agadany a5 SN As g o) )
DAY Ay g 0l alasY) aal oy e o ol 5 3l Lagaibial
e ¢da_yal) ¢1AJT@AA@¢.LL\-\¢.\L\J\ 2ilal) As gy cddlra ( gamn
Axglal Gl lal alasiuly Jadé olad¥l <l il

G el g O ) e cang (88 5 4880 2y
A g il pracay ¢l ga¥) e AL Cle ganall (o allay
el 5 A8 e el Ca gl (il A8 aay s (K4l
) e Al e sane 8 aanill gl any (4K L)
AV 0S5 o Sy il uSall 5 jils b e ganall panl o
Alaial)

lasli i€ Ladie < yadi CaS o

913l i€ Ladie & jadi Ca o

$ AV o ST 5 Cliad 13 € ST Sline | 5301 La o

04 jall 8 Ol s ol CaasY e

ol 138 oW Aaled) e sall (amy Jainis Kaall (e

o) e daandl

4 o5 N e ganall 8 4G (any allaty o il 28 ()Y 15k
O e ST el ol Agling (€ HLiall Aaadla (e XU ¢ jlareS
i P A R PR |

calaly 5 el aLall agall (e il (Sle ) oy XS Y Sy Al 1Y)
Angiall 5 4 5il) Jeasl) (g g sdan il




ﬂLﬂuﬂﬁﬁﬂiﬁUﬂhﬂbdA;d\ég;ﬁ;pd);yﬂdﬁq‘&Mj\gé
saw G Ll Bacas <o lasale 1aa Y g padde
e s pgmiil e 1588 )5S Ll dlaimy Lasale \ilida agia JS
b il elaall 138 acluy of Sars dAglasll o2 & 0 AY)
Gty (3lay Y 5aY1 (o (g oS ¢ luneS Jaall )5l s pa 52 B8
O e e sanaS g Uaiu¥l ) 3lahy Y ol dia IS il

Baall LaaY (Ui 535 G el elid Bas e 5 gl (IS 20385 (e SB
sl ) JEEYI I8 5 bl IS Jand s Ao ganall Lealiag Al
gt 38 <5 ginua JS 13 (50 Sl s U5 (5 pain uS 1)l
Gass Gl Jiay 28 3 € de o il shadl) cpay clitil 13) Slan )
o2 4aliag (5l ¢ iU 13a giia (S e ganall ol il (anad 108
LIAL e ganal)

8aly 3 Al oS g Lainl) e 58 il g de ganall ol il o A8 oLy Caxgll
=l
KRR Al

2l e sane JSE e V1T

Ciga LAY aghsed a5 400 Cle sane () 058 Ll anitiy
Cina (58 B (Bl Gand o jlaal (3 ) painl) Al geun pgiSay

4 g AU IS pahy dlall G aclan sl AT e il Sl O)sn
) S 13 (@l pal) paan LA (e S de ganall ) de s
S AU e ganall aal (e allald Glall dgiliie &l sea¥) (1
JPOS: VN

Jon AV 4ga g5 4iel il de gene IS slime] aaf Glay

o lid A &G geall lacal (3 sk e dadd cdad (50 28 )

alal age 3 8 ) agiel cucaee | o) 40D Cle ganall g0
Opmtia A8 _all Joa edan dilea pgiels 0 5S Jlial) odias cpd ) s2ua
Y Ladie AS5all ce 1588 5 O ong e sanall (B pgSy pd g
i peel i (g5 JUREY g = a0 o geal) Lo () sapbaion
(OfiEAY i sa a5 AT 8 e e 50 o geall Lo (he | 5iSaT
iy dla yall 03 8 ¢l 9a¥) Joall AN Cile sanall 350y 28
s (8 (e AN e ganal) (e g S 13 Lo Jls of Wa
Agle Gl 8 ARL A sra | a5 13) a5 )y (31 o sl

agile i) 48 5l 40U e sanall (o allal ¢y HaT (4888 a2y
zob a3 clgun )5 588 Al e ganall B agSy 8 e g el 00
“Leia b i< Al

a5l o s A Gl S Ladie ¢ el (S e

fan il oty () Gad ) S Ladie & n il CaS e

SUSEY) (o JS3 sl i jall & ) s (e 0 yall) 2 i o

<L L L LKL



Ya

31 o & lie JS e callal 5 (3 saiua 8 Lgaa s (31 5Y)
Jie Jeiail 5 &l paill o o3 ¢ jus Lgaiy 5 (3 5l (0 52n) 5 Aakad
OIS el 1 8 Lsan 158 pay () 3 ey o5 J3a1 (531 ) sl
uasﬁL§Y\}Hﬁgo\H;agﬂk\qjjﬂ\sk.gﬁ\dtﬁ;ncgim
I aladdl () pall (€ jLaall aaa 5 jaay (Alilas IS oy o o8
O sadl Jiail b ()5S a5 dae A sane O 51805 agld (miaua
sl e gl 53

(sl ualll ania ) 5 Aald e el and il
O Y15 5 S (e e sana () S L) andlly oaa
Ul clile Guaitan s il sanall @58 i Lin 4l Wl 585
S Liall land) 85 of eliSay | gall Candil] CulluY) Cans
Ao il (je dilide gl 5if dlae) 5l agae Jend) ()32 0 e JLEAL
Alal) il gl il

3 gl A5G A o)

s 8 4ay e sl ¥ 5500z pall Sl olimy) g g L) dpals |
GLLAi J).AJ
iad o Ball

Al e same JS3 e Y1

OSa Slo [ sindl agia callay 5 4005 e sansn (M) e ganall andis
oandl aguan dgal o o l) agiSay Cun A8 2l g

G an 5 e 2l 8 ) aiuS 45U e sanal) Vsl Lol se
Jsty « pandll 5 ) g «hy pasdll Jsiy o il e 830
1758 o padadll oy a3 @3y J sk «hy padaill s ey
Al )Y sy G S edal dalay 1388 5 can) gy = 53150
58S Al Wil 2 0 o) s ibmy ¢ 51 8 shadll o2 8 Jailly
S iy of Gaag e Uad Chasy Ladie gy cas ye eladlI ol
P cn IS 5! i Ledie alaia ) (ge IS Lgilda) (50
Al 5 glaal

Yy e g 48 ladiia) (€l e (any ¥ 55kl
O3 obar a5 AS pa s Lad LS ¥ ¥ ol 1 Jlay ) &80 e
e 138 5 (7 <Y (seall me AS Al (¥ (Y gaall g B8 ally
Y padad (5 )2

g ¥ é)\ghﬂ\d&g@é}&?o}u\ﬁdﬁvﬂdm?&
iﬁcg&-iuhacaﬁjﬁ\ JaS);ndﬂﬁ\M)u&ﬁdﬁﬂﬁaaS);}
n LS A VAl (it G ae Js il (A Y AS e (5SS

O SN e s Al B e

a8 Jlasia) cang e IS8 5V @l shadll Jas aey o) Al
2B () 030 Jualul 138 (5 Jlag o5 a3 5 A8 2 (Y )
21 Y A glas peiSa Slew e iy Ladic

<L L L LKL




o) & @l il IR (e o LusY p alad) W liSay ¢ ylaneS
(i) s o) ool e sanall Jlad il el uSlaal)
o8 gill maal) e g iy Gl g Blla laddadl) uSe o5 13
(ol padd (61 13) e (5 i (ol B et S

S L) £l cCiana b odiall (g laiyy alana At () sl (e
OSas pans ge il axe Jgla g i a5 aguadil e 38 il
e a5 il (B ) G Tag O Glal) Gany 3 e sanall
Jiad Al glaal agea) (lld & gaa laa 1Y) A8 2l ) jas Jgha
Aol i) Al Tl b oladY] i g Jaghad 340 jall s
LelaSU daliall agd e Ao ganall 138 s busus ¢anill aguany

yorall c_\ha.‘

IR

RS ERTEN

Ol g 55

e S Ao i e gane 5 4 Ao gana ) Ao sanall ppud

ot 1l Age 8 e sana o) 4l Ao sana ) Qi) (5K 8
Aolead) Jagast oAbl andil) o jlai ae b () Sy (lanll
Ot Galalil ae Adliae (g jlad 4 ol (S Hliall (e 2 55 ¢ jlaaS
53;! ‘*hﬂda\@ceawﬂ\éﬂj@LABJ‘kM\@
e il aladinly o patll 8 el il jlaal s dad) 3kl

o a5 (35l (e B ppia adal e (S jLia) aran sland CiS)
O il aaY man) cagiis) oS Y s ciliia o o3l (3 s20a
u\&d&ﬁgsg)\.& Qpcwy\b;‘)ﬁjé‘)ﬁ‘uﬂnuﬂc\}p
O AUl o) a0 T3y HaT @l e o Uy el i AL lassY)
A e sana ) Ao sanall pandl oy s (35l

EHERR Bl)
Y. e gandll S

Aalia dgay iy 1) Jyaas

S Lemahatiy o8 5 Aoy jall liUaul) (e Ao gana 32 ¢ puanill oL

Oe A gane dlin (5K Y Cuny e e IS (Sl 7))

OS L) 0l 5 Adliia oo 5l (3 s0ia (A agaa (lgalitie (uadld
‘;cuamidemuui JHcQ\ﬁw\QABh\jwc'_\M
I3laiel 0o AN alail) ae ddlad) adadll () sy aged dalad
e ol o GG ) e adai @liSay ¢S Hliiall axe e
ol day )i 5l 4536 (e Sle gana ga el 12 oLl

e J A daasl

il gaad) Jia Jfiaill o ¥ Jodas
() Qs o) AL ) gall eland TS 335k e 2iad
SB35l (e el e (L) cas il Jeally ) salall 5 ALl

A (Opadid Legie JSI (58 g O o S (g0 ) 2525 (1

e A panl
Cr o)

<L L L LKL

YA



Yv

S 1) () b i e Ll <ol il i 5o
ol U5 L g il L e L i pund
il 3w pall Cl_y.a» — ) ‘;A.u\\ ¢ pall CLp.a» ;Lg‘)';i 5 e
B

LA cilalua A ) o ¥ Joneil)
paie sluall callay Az 3 535 53 48 20l (8 ()5S JLial) e Lai
R CORSINETER Pyt JUPRTRNPUL i IF

e e S 5 ohall Tl dllimd oy e Gad Hlaall J s 8

S Jlll e o @il Jias 8 ghad IS aa e Y1 (uadl 2
i €3 ) ol (812 s U el o Jally el 1 ol laas
ordl L e )5 A Jn Jl i G edaw 5 oY) ads
iy 38 g & el A et SOV i oS ecliad e L YL
il clasd i AGaal) Gl g jl jad) 8 s s (Y
S ) Csaay el (panlall 38 5 Aadl ) JiaS | Cpanlill A0
USTEN SR N [P IS JE N IIPY PRPY NIV FCTR [PRRS SR KT
& sl 3l and cale dliliaaly Wb il A 45l 3l ) cla s 8
5l Ui o OV ey ) Vb elhsee L 3315 38 a0
RALEBEA IR ‘53 Lg‘)a\

Oy le JSU Ga a3 ) sem o 580 (€ jLadl o e X
ol fuall pall s da fde N e g 58 g i) i (e 4
Q})'Sﬁﬂ.'\it}aésiuc%ﬁ&cgﬁ\w&#\é}s@?gdb?ﬂy\

Ladie gl @lld 06 Ledale agdld 5 agilS a e JalS ISy

CROAY) ae Jelil) 4 92 agilS a e JalS I8 (558

Sle G Syl

gl e L ;¢ Jsal)

Ol iy Lalia | gy o (S SLERN (e el <3 sall 038
Gl 5o S 148151 Jie i Lises iUl diss (e (na

| pai sl ddad Jia e Lised o i e il s dlisha da b

il 138 5ang 38 (S Ll (Y 150 el dpila cilaadle
Ji A seaall JR AR (4o (ime (5 s o skl Cang sy
i Jgla el (B A8 liall Wyl i€y ¢ yluneS A

138 0 SY analualy ) gl 5 agudil o 58l e oS L)
calide agdia 4 Jsaall 5 Llla 5 Lalual GLESIU 8 0 5

A8 e A (e SN alas (o LiSay (AT Apadd cCilidg puan
Jaadss g il gaall

e gl Qs
Cr o)

llely g o Jpanil

Sl s Laxic caline 3y 50 LSal) e sanal) ikl

el oy (el Sluall J s Letie 5 aveal) (i 5y (1l gy
el e Cang rae ) @) J3 (e ae any (55308 50 ol b
Ladic 88 gill 5 8B gy anall J s Laie  Sdall 3 ) jaiuY)
Dhasall st Ladie 10 AT (ol i oy o ey Jlaal) J s
e aaal) Galag iy Hluall O Leaxie Gy aaaall ! ey
=Y

il 5 Ladie Cillaglarill oda (u€e Woal b jlaall (any 22y
A meall (1diny luall O Laxie cuaaal) Gulay ! ey

<L L L LKL




Aabia JSal - gl B dal)

claay)

Cnoadll g g8

QSA\géaLJA;A\JEJEMJ6gh§}glm;dﬁgm4uﬂu;¥

Caxell

L;GJ\'

Bl

(OSa) A e daiay) padl Yo s

3.::94;.& \(.\_AA

agygd\gsjdgﬁﬂgjdhﬁjdg%A)ud\Qghd‘#ﬁai#
sy CUBEAY (e a3l 2235 0 (S ¢age Adaaal) dalisally
iy il e 58 Al a5 (e o

& OSall s 4 g Jsaill de sanall 3500 Cang B dediaS

1 5Spad o) Gang cage () aadill i) bl ) L)
IS ) ddanDle 5 agal Bl it o VL sl DA (e 2
cage 3 Al 8 Ly cagaliad (e (5 slall ¢ 5l 3Ly o sy
sl st (ke e Aalie dlaal slslay O s S Al o
il g (O saaing Al e S 15 e LalS alall g a5l
Sl @l ) (8 el agie callay o8y aay 38 2l (e ¢ 52l
£t 5 50 ol 8 a5 5l Cpaally Jlsl 6 sl 5 (2 AY)
N5 AN e dS pall Ao puo BIEAL laal) 7 5 cpd sane
OS85 a8 jay e o e sanall e cang ol3a5 8 )0
il agale Cangy D 8 1) IS 1) 5 codan el agalad oyl a8 )
Cul€ 1) 5 e o | siiay () Gany a1 S 13 palall agic
) 535Sy of Sy edlld (e V) a3 ) slan o Gaagy dsad
Jish < aill de sanall jaind o cng (Ve Y e Wil
O . omal) Adlay 3 Q8N ) ) iy Loy Jiaad g ol )
) pgamny (o Al dilisa e ) gladlay o any AU Aall)
ol el s

Ul o i g 1) Jpanil
Slo geall daaty ¢ o) By Latie s QIS 8 de sanall a5
Ao (oAl ad sally ) slading 5 ) gl

OS5 Al 8e i) ) e panal) Hluall se i s shas
31y (i 8 5 LIS 5 el oLl ol () oginay ) il
il s Wyl LleSh e sanall e ang e ganall

geall e Camyg 5 Al 5 el paill oy Y il g A pasl)
i DY ga saal Leladl | AT Gadd Gl gl s il e adaylia
5 LSl e panall Jnn 5 il (i el el Y1 oy
D85 05 qanll Uiia (585 () 5 8 ppesall 038 (g0 Cirgl) gl
O day ) W (S el Ul e )6 Cuny e ganall (2
OAY) il (e e (sl Gl o5 i g

Sle J Y1 el
dHJAm

(el Uany &oad 1 Y Jyanl
‘uli4$50}Luguim_Mihﬁﬁ)ﬁ}ﬁﬁ)ﬂ\gEOJS}ﬁd\)*g
5 mndl pians Aol yskam i 45 5 e A pgle i
o ) cailiaall) Lalall Catl wladinl agiSe ) dajlie
J5d g ald A8 (5 )l (011 o (&) eslina) elal)

ol A Jaal
CHJAm

<L L L LKL

A\l



Yo

5 ual) e el o3 & ALY 7 e de ganall Lol dliSay
1538 05 Of g Vel = hay (g2 Gadll ) J sl 48
Aalzd ¢ sl Hall g._;;i» (:A.\A‘ JE 13 ¢ Lpady = lade Ay e
alacai¥) Al Hall Cany JAT padd oY (S i Adlal) 8 Jsaal
canl Y Uy 2 s s Of peiSa il 5l ¢ sany V1 5S13) e

V) 8 ppra CLDEAYT 238 O cps (8 Ada) ) J sl 5 (sl )
z b ) Gandll o LS AL (e 3y dall 3500 A ae s Ll
A e Ul (ol J) sl

Sl I Jaawdl

g gl aa) 5 padd) Ll 5 sl S (e B 0 Jae Wyl clia
Vg o sl s (el 138 oy o ¢ S (5 Cluaiall
Dol s de s (agh O ddle ariyy 2 3 (e JS ead iy Wi
Caatiall 8 s (et Jslay caaiy JE AT padd ge oSLY)
Cauatiall 8 & 5 ey e 8 S Ladie sl JSI aal e e slal)
0 Gl 51 ) agS Lk G5 AY) (il Leie

ol A Jaal

Glilind LAl J s o anall Liany 48 jaa 5o Jaliil) (e Cangll
Apad sl ALY (st ¢4l g A8 Hhy

yosrall c_d...a.a

v dad
addl) Jall) Cnoadll g g8

de senall 3 palaa¥ dila e Gyl celanl) e (o el
Al e cg—-: KJU;A

a8y YooY

YA

DAY 8135 el aa se g3 iy 8 G ol de ganall (ulas
O dual iy ()55 38 (agilan) (e dual AS L 5 agiland KA
Jala ieall sl alad) ixall) agan! 4ging Lo sl agans) aallac] (e

o peiland LS 8 Ll (e lla) O Wil (K (3
oLy g L) e de ganall aadi cagial (e J8 S5z
elall o)y Aaliaal) (jaasll

e Ao sanall pand (Jladl) g Lainl) A jlaay Wil o paill 138 (3laty
s Lo padid (ool IS 1Y) ddadalia (50 anill Lpaand g Lain)
d\yﬂ\c‘)beﬁw “L'}A”amd':'\e\.é&\‘)tkﬁ\w 18 (dagdl




!f““ 4@«4\ ceu‘

claay)

Caoadll g g8

Loyl 5 elan) SN

&Yoo

YA

8 s Caatiall 8 aal g (adls Cally b 1 8 de sanall i
138 ) J s L 5 p8lally Cppdamall (i) aad slasly )
((!Jﬁ))é_)qois._\;guai.\ﬂ\ 18 ) o EDE Ay (il
Jislag eclld | gled 13) AN 5 pall 8 agand sletind o o U8

G 1 saai 1) ¢ AT padd a5 ,A15 je Caatiall b 53 i)
aelae (e il 13 Jagud Adldy) ¢ 50 G je G e i aul (3ha
Aol aindi o8 jilall o g

Ladie gl 5 & saall (g Adliae JIS31 4t o S jliiall ans

slowd oyl
LEWALl 4@33
ic ganall e oyl Caagl)
Gl Vo Bl

YA

lc,a;.d \e_aa

uax.n'"_m.\s\ 8y S s\}yﬂh@co}\d@g\s}@\uﬂ
Ay s iy = Lede LAY Ka A ALY i )

Siny (g IS oy Y bt 5l gl s bl S jLsall
€13 Ll 63 yslall Caatiia ) shady o) Gang iy (& LY 0
) Os9m ¢blie S m cagilSa (A (i aedld oYy pglila)
Al 5 el o ) aall AS e a5 5 il

Al gadl) o e jlad) o< B
RERSINENE

Ol e (s (S 5) g1l

GooY) sl sl

Axaall ol il aa Y] — ol pdll Caal

Ol

<L L L LKL

Y¢



Yy

gla) 8 4o ganall ol (o Uiy 65 shady 8 shad liny o 3 JS )

JEt

Oa FSI Wil oty 4l ) Al wiaa cp el 138 Of O
peiSash ¢(35lE) il Lae elial) (ga ) 5385 13 e ganall Jala S 5l
L ¢ 38l A8Uall iaS Jany ) plaaai¥l ) sl s
anl agiany slauf alad e aaall gl acly

2\5}3?“\

claay)

ol g g

el Cun il 5 gl 5 gl claall s celanll) e (o il

XLM“;J
dadavol) . A
YA :\LM\(‘.\M

Gl )8 shad (alaiV) aal shady 3 yils A senall i
ezt QU s o) o JLa) (40 4S o o sy g el J s

Ao sanall J25 &5 Al all) wal iy (Gl 65 ylainy] celiniy)
D A8 jall (a5 5 Gaaddl) anl ) S5 e B_ilall b LSy
i M paddll e 2 Alal) s A ) sl S5 &S o) e
Aalizg (3 yhay pgii] grenll a8y

S n s aganl 1SS aall (e i ) i€y dilia) 5 5had B
a5 (e el day Ledada e nenll (S s AT B
e sl o oy UV S sl 8 ol g slatl 30 (e

il 13 W ) S5 Jlad () 5 43 ja gy (il 18 aud S35 ()
13} Al et Jaany 53 il () g shailall 2 g2 dagaa de sanall

Baclie agiSasd i€ ja ol ¢ shuiall aul SN #8ST de ganall cuilS

oS3 e e sandll

o) e daandl

A gl O ped ST 5 (Y1 agadl g0 A& e (S jLaall and
Bua A8 a4 Ly )lisy




BN o (gt

slanyl Gl g 55
slan) alat o jilall g aYL elen (ulaa) o Jgeanll ¢ 58 il Cargll
Gl )0 |

VoA

Z«.c,‘md \(.\_AA

dﬁuﬁ@xﬂh%wﬂ@u\ ‘o}\dgﬁkm\uﬁ
el )5 SHG o agale ST ¢l ) ol jLia

o gl) i i) e g WIS mueal) hoay o (a siiall (ge
(el Ly Lndbial a8 58 23 e cpaalls Gubiall o 4l 5 shadl)
el (e Ape Y S Hall 3 gl oo ) U 4 ¢ L3l Jadi

ol legaany ae dhyy (34a Y
stad) 2 alal a8 5 Y
ol ) alial 18 5 €

il shaall i S5

O gLl 8 de sanall i lagl Wadd s (U Y1 Caal (oY)
S Gaddll J sy demlialy de ganall a8 )& Laxie (S S jall
Sle AT Gt 6B ) @i s mall ) e 4y palall 4 lay
Al dad i e alal) 4 ) Jsis (addll s a3 el )
el ilall e AT padsi ol e ad i o (5

D g eh BTl e et gl s deal o (il (JBS
e Aa Ly Babat — A8 I sl £ laYL Ao sendl) i
@l 2aal Jg o ceadl 1 3als deal gray Jis (5 4288 —
138 (5 el o2 Aa8 4 pe (Al 5 (Saall o AaB e (Ul A )
0585 Ladie 5 S jall aa de ganall Jual 55 Y1 7 3a 550 O (s
&e ) gy 5 el Loy dad B an (Lead ) oy J58 3 jala = ya
0S8 Ladie ol 50 ol V1 g canl g ) 4 Xy (5 pull oy Aad b
Ol alai) e 5 ¢l Ly dad i e aal gy s 3 ala
Ao ganall ) (e U (s puul) Loy Aad 3 e Gulll |53 6K of 58
slac) aa coday i o) Ao ganall S 1l p iy o Jailas

g Jiai¥) oy 3 B0 3 aill o ) 50 ol g )
O b s Uil @l 5 Y s ) pul) Jls 81 cells
oalasy

sl i Jadl ¢ el o Al il Ao sendl) jai o 2 ey

daad S 13 AT LYY e Yy elanl) alasinly s yall o2 (Sl
A — by Gueail) — LS M0 Gabeatll alll e 258 (J5Y) 58
deal d}%—.‘) Gl Al A8 i («mi» deal d)s:\) ‘;'\A;J\ )
Js8) (el ) Aad 8 — by Gaduaill — A )l Guiuadll — («aiy
B e 138 5 («B 5 7 e o) (s a2 a8 8 — («z on )
A 1 5 LS de ) 33 3 e ganall eansd 5 codan ol (s Al

<L L L LKL

Yy



ST L

sleayl Ol g 55

S caagll

R Bl)

YooA de ganall paaa

OSar Gam (VAT 5 4141 6 Gl e sanall sl s Croadl

S e Lol o Aaall) O 7 g lamall pgaians B35 el
(Dl 058 Lesale) aal g (add fay de ganddl Jsa GBaiaailly
S (3hai oL oy Gabaaill g ey ) (a3l sad oduen A 5y
J};}d\ ua;.u.\l‘ él LL Al c‘._.;aﬂ\ Uai.nﬂ\ Jaa du.\ ?3 c«'t'\;\g»
e 138 alun oy Jsi Lein o) jed 4l (Bliay g day o
A Ty A (asdl) ) Gabail) 3 gy a5 )

Al 5 Bl cqeaibyy AalSy 8 yall oda ¢ Hlusdll () pall) ) S5 o
i .5l 8 e JsY) pasdll ) Jasl ia 35l J a5
(Ol aandl jady ia @Y s sae 6 g shall (pila du jlas
Ol 1 Sl cpn ol i b el S ey (S Sl S
13| «&& s el (Nl 13) € J g8 ila (“Hh s oSy
bl (sl

Al ) Gataill A5 e Y (Say gl 252306 5 s ()Y
sadall 1 e 8 il A (e sl b le Gadd )

O e 28D Juyall e ng e sy AalS J s 5 Gatail
plinsall (K Mol aily ole e 4] Gabaaill J yy 53 (il
&l sl el i) aadiusss ESEN S el (e gl i O
(A e gis sh ¢ Sl

gy A Gl 0y o)) Ul (S sl 48 5 B Ol e il
JUal) Jass o) Gatadl) cilalad) puend oo LS Jay Lad sl
(I

sl sk 8 aeluy o Sy i) (8 il 138 aladin) die ruall milial
el s it g ¢ sl Ao ganall Gl

U 5 aand) el 55 shad 5 shad 4y clald (e 2l ¢y yall) 7 i i
Al b oS il ey Levie oladl JS (8 jpud) e )il
sedls i (& ja Gandl S 1Y) gl ouY) o agrad A
Alcing eladly 3 9n g e 12 s Ly S S 585 ) asenl)
LS 3ale Y1 (5 sus clile Lo caleill dglac 8 Laga 12 2 W e

Ol s el wiae 43l (e 2SU (@l V) (e land @llia CilS

) I (i) eay Al 1) cclly oLl L (puni de senal)
A G il

Ly geall (e G s Aal L ual S Aaline 28 JSI L i sy A 5501 o (ddall) 5 il (V)
Lo 3V Aalie gaend) | saiay Of 5 (amdl agaiany |5yl O S LR e Gy 4V age sl 138 5 (anll aguany
Bl (8 (5 slaia aaadl e jp DOl aa 5 Y 5 Al Vs Al @llia Gl L Sa ) () Al



As 1) Ay — plaay)

O oW AR Jon A yidie LA o5kl 8 e sanall Gmny 2 i cagils ) 22y 2ie
Ll ia) amg (Al dgeLaadl 5 40 8l ClaliaV) ) A8UEY) 50l Cumg 5 dlae el (A L

& 3ale & shay agild Aualall aa jules paladY) 3kl Levie 4dl Cua de ganaS aglec 2ic
o i @) ) Jla il dlee G paill 138 50 Ler ST (0 3ile agily ) 52

gcl.ag (o)

@=lenll dual il Oiadll ¢ 58

Lo Jeall e gandll el g8 culglin) ol Caagl)

G848y e il 324l

At ity sejﬁi ‘L_’jﬁ é\);i C)S J\‘}‘J\

YA e gandl \(.\_AA

S Y 00 disSa s ppa dee e sane ) e sendl jlndl iy Croadl
038 A Jaall oL agilalyial 4S jliag agd zeansy 5 (S Jliia £ 4l ¥
PR PTRIPY «%aa) ML el asliag ‘T.gﬂ\ Layy d\.m:\J ‘e sanall
Anaddail) clilad) e dagal) Jalasl)

Leanilis 228 o de game JS (e bkl A8 VO — Vo ) sa e
AUS SN ¢ lapeS AS yifieda gl e dpaledl) gy (3uali )
) 8 Ltiln) s Aalall Silalal

QAASE‘QL‘:M\JSQL;QL\C‘;U“aﬁﬂqu}JSwQJ_\a.;a
clalial ellia Ja S 5 13ke $AL 250 cllia Ja 3 gaaiall agis ol
Sl (he 3 30 ) ling o 8 (sl Sl (4f $g e

75 e Ll LY de sanall 3y 53 S A yidal) Lla) s
Ac sanall Gl Aliay 2348 5500 (Als) (s

i () Aaladl (50 (el e @liSay JBl de ganall 220 (IS 1) Gl e Jaaadl)
el i JS (e callall @lld aey Sy Ao 8 Cle sans
(B ) 420 amy Apadtll adlaliia) LS 5 gl Jia ) Ciuasl)
OSaly (i Aifla da ol Lialy g dpadadl) ililay (i JS a4
Leas) (e aendl

uﬂfﬂ\\.\ég’duﬂﬁs}hi&”ﬂ \4.\5.\.&\:..@3?@4:3&3_‘\\)3\%1%03& M.. c:lLAA-\
On S leleSlh de sanall 4y o 3l 3l ) a5l (e (S s
(S Jliall Clalia) G agds ol

s sing ol 13) Gasan e de ganall ae (38 Of 3 e yi 38
flaliiny) 038 dpli Jlaca aseall (Say (oS 5 48LEY)

G cles JS1 13 12n T e UL a8 ¢ luneS Adlita ial jef Bae slany) (et s
sl dma el al Ao 1S ) da cagad ga 138 1 Gand) Lpaa de sana) slaa) oy s ¢
dalay Ulsie 5 abual (e S aaly iy (8 Gl g B30 padiod A o el ea) SliSa
LAl ja g Jlai Y1 5 A3 5 el Glasal clea)




14

48 g gall bl e dale 5 S

Adall | el Ga ) Ciagd) Ol and Ol & 58
Yo | de genddl ac) 8 @) gt = lax (33l =laall dual )
s Jaall

Y Prgil SRS Py claal
YY 3852 gyl e auatl) claal)
Yy clany) e G yail) A ja g an claal
ve slandl) e (o il o) cnsl ¢ anal slaay)
Y¢ e ganall o o il 4l as claal
Yo e sandl o ol (sl i il Jadl)
AR Ol L an elea) | Adliae Jil Sl 8 sl slaa)
YA | (Plsdie (S e sanall apd Croall by pd Jlaal) | g paill el 8 sl
Y4 35S 1) 38l A b claal
v, N G eyl e claay)
¥) &l oLy Cpmanaly 3alal) claal
vy A< Al e dae gl 3l G yai claal
vy Al e dae gl o claal
vo sl e Aadia 5y geal) JuSI 3y sall 7 e
vy osall e dadia Lo b)) pua 3 ypall 7 e
YA Gl aaliall Calagi o) &I andalinall oy sl s sl Calasia)
¥4 eiial) 5 ) gaall 7 jusa 8 saall (e g1 530 Jilas 8 seall & s
£y @Slen )8 sl g s sall 2aa3 A el 5k
to A pusall 3 ) guaall sk e D30 8 L silal Al A pusall g i
A ] Al e dd ph Jlas)l Laddll he ddy ke L sl g ghat
£A o das) a8 13 1) Jai Y el Jlas Y
£4 sadlaig | el Jan oY Jas Y i Jas Yyl
ot AS el ) sgandl g Jsean) elaa) el o )i
Aeldl) «Curingay»




Rt 0585 o ) hagi B Bilee (a5 el Jgn S lan gy SED Al Pl
AS e e (S Ll manil ylanall (e colaadl (e (5 a4l i clelaSly Ao sanall
Clelbhi¥l s jelial (e de siiade gana ) glain¥) die 5 da) jay aa jolia s an IS
cagr Calall eleall latl) 4 ot de pend) fagie cAalisd) CilSpalinall JDA st 3l

£ W1 5 A gl AS jltiall () oS3 Cumy Al ) agilon g ks - pesall s o (g (Sl BaY

s sad sl da gite ALY Jlodl) 2 sk JDA (e L 8
ALy e At

oAl 13 A Gl G 3a o

¢ & g mdd i )ilay e

el il Juadl) / o) g5l g2 Lae
SAZAN o o ) Ciaag Ja e

M ) o dacly il Lae

Aa siall ALY 205 Wy 5l iy = Lo AlaY) (Se A daleall ALY st J gl

— g ) Jaadl pladind ge g liieY) JES daaa il s jelia) auea o) 2la i A
lxd (D eldy @ ga & (i) aum g JDA (e Lilial 5 (3l B ) e LY .. 13y
Ca pall 8 3olia s (Baee Sy uSail) (S Ll seay (fbaa 13ley ) aadl ¢V Gy
OSay (35 1S cled 13laby Vgl ) Cppn (8 Aipne Aula) Base (2 538 Y 5 0 58l (53)
LIS (e Yoy aglladl 505 A glacad il 3 58y

Gomaall e ang Cua aill Lindl g3 U jelia s Wil e 8 5 jusell dilee
I Ll JumdY) (g 451 LS chpadl g a1 00 Y (5 Jaall g L) ) s slay O
Cia g 8 Aldinall A (e de site Cila) Bl de gana @llia 5 L Hhi Clga s O e ganall
Okl

Slilee o8V o gapad GF cangy sl 551 e g aild ol e dlibay (a0
cJonll Al 8 Saill Al cllin (55 () cong AUl Al (g e oalie JS oy il
OB el (e cang e a3 IS arg G pall o ledY dalis sl ) AdLaYL
Cilaa Sl o3 (5 55 g Llad syl Loy i Lo 83 e i) se L cildaaSle
Aliiaal) by 5l dlae) 8 8ake 5 slesally Aualal) Jeil) dlee L 52ie

el sill Jsm g 555 o Jlijle s Aral ey o ¢ ) sad) Jlael 3 22D alasin) Jsa aledY) (g 2y 5a0 (D
,(Y..o)@h)ﬂ\



\vV

(O)C}M@A&d&a-:\ﬁ-.u(r

) gl ol ) il g s Ly i (gl U8 (e sl 2 juse Lingie aled (S
Coliaall 5 Cotial cye IS pranss Ay sy il ol el oty i il 8 Al 5 58
A sl Ailall aga et (e Je s la p ghat g agl jlew CaliilL

Calalacill 5 J guadl] Ll galaall (e Ay ) sa 48y ylay dilaall «Curingay ol 43 5
Syl (e alld ale IS 5 (il g 4 gual — oxiall & juseyy 1) Jucadll jLail) g1yl
M A4S (g peaal 5 el eliny G bl s 5 i 82080 ddady Aala JS T ¢

gl S ldnall Alaall | gads Jaal L g g de ganall ol jinl adl e 138 ) il (Sa
e 4l G ¢ iy LS Jans Y Ll Taa 13) Adadd) Qo] 1 anine planall (5555 Of g et
Dl e g ¢ allall WIS a5 ddaad gl A A ganall clalia U je Sy Of 55 pall
Lebant ) g8 Jla S el e 5 o paill 05V Gl e el

Ll (s i 1) sy Sl oy G ¢ ulisl alS 485 pll (1S slae ) ang csal) S8
Claliall gaen a5l aglend Al 5 dalise aahy Cle sanall (o 2all 4 5 5 e sanall
T s ped Cung s (Sl (e panadia (S (8 A sanal) il el 5 iliad) Jin dpadldll
Ao saaall iy Ao 58Sl GLYL ) il Sl L claliall

L sila n shai Ao ganall (S Cumy laniiad Ol el 48 5 jall QAN 5 L) yiny cApland)
Lo gl plan) Ala yay Ll A5 ) g g latin) JS Al s dglay 84S jidie dalise sl dualall
e Gkl G S5 Cua de saaall g dial 5l 5 (Gsaall 5 Gubaa ) 5 A8 jall) aual)
e sandll (Gl A8 (g fsa 8305 e S AV Ganill sz el e A8 g0 @l ol
«ellad¥ly (Ao aSall iy Vil LS 2301 5 = el il G Jladl) qaes e Of @l (40 a2 Y
LY 5 o Liain) s Caagll () auaadl ey (o camy s by il L8 a3

el o SLie W) (B g o5 A (e sa 8 U i de sanall JA3 G5 da e 48y oy
alac) (e g 12 3 slaal) Ala ye 223 Ao ganall 8 Glanlad) ol juaied) GValgiall o) 5ia¥)
Ll JS8 e gaaall Jala Aaluall 4 jo e il el (oS0 Cusn e Jaall de ganall
pexe i) (e 3 el Tagdadil) die dagae 43 paall 028 5 Ao sanall (i o alail dia B 58

48 yh (585 O (S eale Joall 2y 55 (531 g g sall CELESIL B e sanall o cplaal) 2ay

i Tunall (S el U s cnial sall 133 e gamnall CHlalaiA) il Bsia 5 5 gaall = pusa
I Y 58 seall = esa (el el Cum clianse 82330 gnial o o Janll s gaall & jusa

Ore G 5 (apadd G s LS (gaiiall & jue (o e skl i @l il e de sendl)

(g omall A o Lol pall A Hl1 (il o) (a je 48S) (L silel )2) dgel ) A8y sl
Aond e Jgeanll A5 5l 3 oiiall o o A len ol (S0 ety Aom pusall Cilpmdi il

s elgi) amy S Cumy A8 JLEall Gua JA G s se0 ) de gendl) Ui s lsa
el ageld A 2aal) alaill e b el

:GA:\B}_) crliaal) ).._\:':}QMA._\\:J‘\»d\ﬁ}ﬁu)éjigusmﬁj';h#i\ 7Y Lg:ﬂa.:a;.d\ Oﬂ)l.&:\n(a)
Yooy



1ol Jal Ga g mally £ g el daga pf
ol e aa seliagan JSH e el e (S Ll aies apandi oy 1AS Ll 0
.)ﬂéﬂ‘:‘:’ﬁe“—ﬂefh‘}f'bs“&f-éﬂ‘63:’5{}3‘}@*3‘
Al e Liall g <l Al (e aaind Cua elen IS0 38 jeall gl o3y 48l o
Alaad) Gl sa G35 Ly (e alaill 5 48 Ll ) Al Wl gie g Liobusa|
ie sana) clelaiali Ao ganeS panll s g el iy JISE g &3 seilalll g gl 0
Jcalaly Jaliiall g lain) g celaall aaléill dabia oo
b ) ALYl anall agaians ac s () sa sty Ao sanall sliacf ulaadl g acall
Ll 4 W) &Ll abead) i g clld e aeluy o (S A ganall 7 )& (g ac

Candl agmny laliial g jelie) S jLiall maen aigy Of (53 wall (e sedinll Y o
azljﬂ\c‘)chln‘)wusLAWCA;JJ@QJAJHZAMJ\A:\‘\JJIA&

|



\o

el (Y0¥ alall Y 4oa oS Aails Dyl Ao senall Aadiil (e a2l (8 65 e e ) e
Laa ) AT Cle 5 e Jeda s cdanlly (33 Y1 oLl my (sl dal (1a g pmsallyy A gane
e sl (elaia¥) iaall dal e i i) e Ganaill 45 )5 JEbY) 7 e de sens)
e A,V YY) ale 8wl da Baal (0 lae) mhaell G x5 )5 6l ) a3 celld
&L

pel y3aa 58 il L J3a Al A5 hall b g g i) e UaaSl aal gaa) il
G LS prill U 8 L o] ) 4l dpna (i) g Ldl ) slaia (g (JSLEAN G sdan
Aaadle IR (ge aainal) 8 & gl Lalail e ddania 3l olally QLdll dps jusall iy il
LeS 7 el Aiid e g cpndall ol Lo LS Sy 63 Sl 5 Anilil) Jadll 30 5 5 alSaY)
e 3 A agS sl 3 Sall e agll )08 Canas 53

Al ¢ s ge Jsa Lelea B 5 @S-l (60U Clad e sane CondiS) 7 el (e 5o (G
Al aeS cellin il yuaill 435 ) (A O 5 aedl )5S ol G ¢ ST Gy A8LESEL) 15 )l (g2
Sy Ol siny (sl ¢ pae on pusa g shail Al elz) ) lld ool g (g3 S 158y
Aala ) inl A jaall dali b Calalll 50l 5 Uiy o P paall &yl dadlas iy
SOV 2 Al

)5S b ¢ il J smn agiliLiSin) (i< 8 de ganall sliac oy Ladie a3l calaia™U i) (e
s yaall Bl Jas e il oSlal 3 Cuany g diline Claa 35 o oSy il
23 b tagnadil |l O pgale IS cm sl o 5l U ¢GllN | ) 63 pua¥) g coainall B
) & 55 La s Fhpmainall o 43 i) 5 o 38 il oy i ol s jaadl 8 JSLE dallae
ecle L &3 ) el Lgiae e gl Sl 53 lee SIS (s Slagle laY) 35 A
Lad s 0 e oS W je ) geaall BaY | pim e g ol e 38 5l slacy) jlaal
LS - gl (60l e dada (6 i e e ) Al

oo Gl e (S HLiall puadil g g el Aoy aed allas ¢Las) 3a aiall (e (IS

588 peyy cagiihaia b4y 05 (add gl 3 uY) 2a aa i (Gana ol agie T padd
Gas e sanall 7 A e padilll s o Jlie) e ol dal e g usally g 5 iial)
oadil) 138 ) anill oS jliall (S Cumy a6 b agd i Haan (555 O (Sadll
acall ala el a3 08y Aleall ol L sl 5 ) Adiaall cilaadll 5 e liiall 4K jLie 5 alaly
Sha s 4l e 8 le de seaall Jala Wyl ciiaa 3l Sl Cilplaad Ao s 4L 138

o o alae il ay y o) el olad) e () sleluy 8 dl) alasY) s dlag
Judl



A ) alaill dilee £L Lealinl ) col i g e liie 40 A8 Hlia 5 aleill slanin¥) (S Ll
Al AS Hlial de sanall eliac Y dial dalise b g5 8 5y yiall A8 il givse 2o liis Cupa
Aglald)

«oaBdl) Jal ¢ CM\»— SN e Jla

i el o st e e a8 (Oasdl ol (e 7 aaally (siiall = pase g 5 plia ya sha o
oY) sin A RN - g la) ol (GIZ-CPS) (Al (sl ¢y sball - la¥) oL
2AY A5 agad) ge s dae Y] agillSe) CHLASIL) o Ll i g 1Y) ol o) i s
Sl oo Ay pa ST pmgamy ol cpebasing i Ualii ST 1535 Caany 80l ole
Ol @ S - e Iy (0l el s 8 Aaliiie Ao Aa juse Ao gama g a3 Adginl) Jlac Y1
il o aill A8 dpaiiy S e gl 80k (e ladl

OV 8 (GIZ-CPS) Sl sall ¢y laill - a1 Ll dasd s 0 L Alile Lgidiay
Aalenll padts Caald Cua Y019 Gle Gl 3 Glidi de gene e Jand) iV i Sl
g siall Cargy s S aall cuyxi A (e YY) ale g sf cilia g il 5 ALaLl)
e Ao seaall poaiil Al oS sl HLa) IS e luil) G Apalld) BBl 3y 33

e o3kl o (s = yally el Y any S LSl 5lats (8 ks agudil el

O Ll (S g el (1 8 el 5 daline ol sl JISET 5 e Lie CalESEly alill el B
(Gl alaill 3 a8 ) Uil @iy 5S35 dpaead) Uil sy dpaddl) panadll e Jasll go 5
LSS ainally aos sl il yy sk g dpadldll Jlall jelie e calail) elly i Ly

S s Cun Lalall agiilaad (il Jal (e 7 ey anl Cludll de gane & lia) N
lial s ) iy siial) = juse 2 dpdgai Jae Ay (B Y 19 ale (e Jobi 8 de sanll
8 ool eaddadhe dia s aiia) 2 e O de ganall @ ) Cun (gl) 1360 Janll

g omall i e Jaally s jeliie Ge Gaill 8l Fie IS (il 5 | sasial 5 cagilaciaa
Ao saaall b Lgie Caanill g an jeliia o (opaill 3 eliac Y oy 5 LS dglaadl o2a (S
8aal 53 e Ll 7 juse Ao gana Cimdlinl 5 oz el Audis o (sl agian ae aalll
alal eyt L o s of Ao S a gl b e aalii g Sl a2 52 e saud
(o Ul 31 53 g sall Gulgpunall | P09 T2 A B prine S5
5yl (b o8 S g o Sllpla) g | Cofeel) ot el Relendl iy o
Cuanl on oty g a0 gy | SIS SIS Gl ) L

e.\iﬂa.u‘d:\sﬂéﬁhs‘JM‘eLA\ d)ﬂ\&\}\#}f@j@jeﬁy\&
b oS Aa)  rid g el Al g (5 gua Ao senall B lie Doanilly b elle e

(LZ\L 1 M‘wéﬁ‘ﬂ)‘-ﬁm) o) ?QJJQL“QA‘CM\‘;LQ_E\AS}\
sl g aguadily pgilh 3308 o g 5 pdall
e panall @bl

Jal e g omally £ 5 pa (8 QLA (5 58 Jlisall alad e siiall 7 juse pngie SLES) uils
Caaaill A8 5 agundil 4285 10 e 5 ST 1 ganal 288 3 glall i jleall (e aall ¢ )

o Jalail) s g Uiy sl g pusell (IS 388 (pmadll Auailly Jomil (S8 pgralisly oSl 5 ey
e s S8 )l Luaadl ol Cuaddl jelie

\¢



'Y

s diial) 7 e 48 ganna fa s

Onde sana a0 5SE LAY Gany 8 dAdlida ey (saiiall & e dlee Tagi O (S
Jsaall el e o andl VA (s ¢l Ll (amy e Bause S Jani Gal iy
S alad (el (S Wil saiiall & juin Jae (i 4 AS Ll ) sal) ddee B

peall (o 4dld €ln (e g Aalall (SLY) A Lpaia e 4S5 (sitall = jusn 48y yhay (i yall  ghai
o dlaall e Zladl e sl S g oJlad )Y Al Jiaill O jlge e )3 Gala S

S eeila ) (8 agac ) (Lluall) (saisall 7 juse o yte b e Ll Ao ganall ol A (o ) seanl)
i L) pg) e A8 JLtia o5 il (ymmy o) jals e samall sline | ey ol NS (e
el A o

e s omall e Jiaill 3 3S kel daliad) Jal (e de senall (S5 lal) pany 8
(sl 5 5haaS o) i) Jy oatl B1IS 2 pesall AAALY A8y Hha 2308 giiall & yesal (S <l

o Jeadl A e adinall piaill e Jeall 092 2 ) 531813 Lo 48 2 ) Ao senall zlias
Lol agale LS ¢ aill 3S il pgilalaial aan GlId say agi€ay (9B guall 7 pusay
13) i 4 g liss (2 g gaim gall Jigm A8 ymall 5 A3 1 (e S5 Le Jadlly pgal (IS 13 Le yans
A Pla) S el ) dalay 1 5ls

Al (5 coaiiall 7 jase dauls o 158yt of de ganall sliac Y agall (e ¢uagdl) DS &
Oy G Aol e g g pally Talal) el sill Jals Wyl agall (o 5 ¢4 B 5 13 Gl
siiall = e ga Jaall Gl Ao ganall ebimel @ a o gy LlaShidla ) e el g ¢
sale adall (e 4l LS 50al) Jaf (e Gandl ) sl 5113) Aalall aga jlad (8 Saill 5 Jaad) Jadiy

Lngia Ulad () sagdy s (18 m () Ao sanall (5 ke (g0 Cpadd 5l padd el ¢ & ¢

sl ga ) gadl s g ) (e IS Jagtt agiSay Gl 5 (siiall & yuse

dal (e | gaaing Of Sy (a5 ol 5 Al (g0 e ganall Joad dpaslasill (il gl rana 55 Cany
135 S all il aa M) 0y saling s Rlell (8 seanll alal i sall (s 5 Ja Scilay )
€ b ol s Ll Lad (el Y1 oIS

A8 b dalie oL ol Gla¥) oy 8 iy yan @ adll (e agiSai dae dalue ) saial)
ol el ) (33 &y (oAl Ulad 5 el sadl ) 48 jall 6 o gl @by s 55k o
Ul A Al Ledld ey Y A5 e slaa ) cpba o a5l A8 je (10
ffiall (5 Al g cmmll limny e o paill gy et lllia 5 Gajdll = 5 BIAT Lo Ll el
o S AL Cile sana B 0 jlad Wyl i 5 cLleSl de genall Ue 5 318 e el

A e ol = juse Ao juse skl Ji g A saaall dpe 68 o ac L5 dga jdll Jayl 5 )l
JaI Y okl g8 ) pal) C,}‘MJLM?GJPJ ;LAS\M*»}S)?@L:\;L}ABJLSLJY\&QM\
VS Y 5 seall (e ) Gl A1 HSEY) el () Sy Alliall alill (e 43 G
T e Sle gana (o Ao sana (5l Ay L («) el D5 — doa puaal) jghayy oF Juadll lail)
Glo g dleall (el et Y 12 3a el paal) Jalii  dscas all colalill g ISEY) juied saiial)

o (S s 8 saae Gl 2 Y Adasiul (e @A gl & e Gl sl g (3 geall 7 may (2
EJ}.A\CJMJAQa:\sgsd);damsﬂhc)ﬂ\Hﬂd&\&aﬂ\@«&lﬂd\@&:ﬂ\-ﬁ);@\cﬁ»eﬁ
(s iall n s skl ae O (S S



el sy & s O seanl e 258 (Y (Sar ey (sl (A5 AT E e An pusall e
D (G sis 7 omaall () dmiay G saad) e saine (Y (S Gy (0 sliaall Lgua daay
Dseaall e Jiaall o 55 ¢ )53l 2 s AY) O sliaall Jlag) Galiaall aa aualy OIS (g3
e A (any (6355 38 5 aglladl 2 50 5 Jlai Jl 2gfiall 8 () sliaall o sy g iy SIS aay
JS a5 5 s Y Gl 3 85 clguiany (s 38 5 cLeleSl Aaalinall i ) ) seanl
oo Ll ) seanl s s 4 nd e ) seandl (e Jiadl) «Curingay sl by (Jax
dgn 5o 48y Hlay ALY Ll ««Curingay el J slag «BA e 30 Glasal a8 IS8
«Curingay sl sea izladll aae Clud pan 8 gl o LI gLl e Yoy Jal) sas
el Coags ) sganll JIS8 e oSl e lgad) 38 5 Y s paill ALy S8 18 )
«Curingay sl (8 J) s sise o jumioa o = gidall i all JMA (e elaall

Jlse st sf) «JadY) 5 LAY IS 8aY 5 8 ae b O ana s ¢ sl (@l Jia o juaiy
i s ) 85 alSal 44 «Curingay sisal) hading of cang ¢ 3l 138 aay (Y0¥
ol ) seanll Baie 48 ylay Joall Wiiiia ¢ 5 5

Ghiall aana (pe el (g shadyy e Jni YL ) seanll HISEY () sliaall Cuniay (saisall A

G @b (e Wy 5 ¢amilinll Alaine il g )l sf 2lae) agd iy ¥ LS 5 agiluadidd Aol
A jlan (55l (o adld el QL5 ) seanll (g (i Lo S o 558 IS | le iy ¢
IS Gl (8 () sl (B Cumy (sl A juse y 9dal (e 6 328 Jai )Y @l lee
L s sic

& il e Jeldll o all 05S Lbale 5 Lo 53 (e 3 8 (s3iia = juse dlee JS yiinig
o4l Cam 1 ) Jadadtl G 5 U gie olial J gaall (m jaiasy 5 (558l 7 jua Fplee (8

Jelii g 4S L (5 siua e 13aie ) juall 5 J gkl 5 58l yaing of ¢Sy il o) geal 5l

sgaall
R ey — (giial ¥ zisall Y iasie V| slad
Gedalid | AN xa «Curingay el |6y gl o3 (52l rmall (e
sl dd 1 elly 8Ly ) seand) (e ddliadll | J8 (e 4alis | «Curingar
«Curingay | o>3saill sgdiall (ga s sl JlSS Cnfiadl)
da o TR A g WA Y Ve | a0 cdgl
Jadaal)

Ald (Rl iy seaadl sal AUl (5 sive O «Curingan sieal) jads Levie ¢ Al
AES O ) geanll pail) ClalS i g & jeda Sl Sl piall ) 53 gally saiial) (330E) any
e ol s oelaall SEl (a3 jaine dilac g siiall () Fie V) L agall (ge ()5S S8
Dlsadl e (sxiiall & jase Jslagy Cnmny doa jusal) dles (8 Sl da e @Y (5 )5 call
Sapadld L5 da je 5 4S yidia alad dglae IS (e Jolal) & sl o i) aoadi
OS8O CSary Al 1 ale (0 5Sy 3B (i yall amy BN ) jaiasl G e i Al (585 ()
Aoliie Jlae )y IS Unl (5335 38 5 dagla 5 o yaivna e loall Sl dlee

VY



R

WGM‘CW(Y

Ao gana (5585 o0 A0S 5 siall = juse Jae A Jradil) e 3 3 ducadll 128 = 5
@al&sﬁeﬁgﬂ\«)éaﬂ\d;\wcyd\»&})ﬁm:u);ﬂ:uﬂj@)hskgusc:g\;‘)m

,gpj‘!\
g diial) T pa Jarg (uS

A puall Sle piaga g cle ] 3 Jy sl A e (S el oa juse e 58 sl 7 jase
S O LS eV Sl f s sl iy (31a 5 Al gl slaadl G jlas e 33 530
Dseanll Aaline o i aiall sl oa usall (Lis silal33) il 8 o ias Jsal e

ey (saiall & juse A (e (a g gl uind s el dadd e (s siaall oLl 84S LA
838l (oalie JS n jusall il (5 AY) s pusall S e 5 ¢ seanll - it Jl 3

(any O Cang 4l (il all aing Ll sl m 50 (e Jsai a3 a3V Ao el ALl ey
An gide dm punal) Aulg Ui A €lld aay Caray of Sy 45 ) seanll iy Lal A8l )
(G 5 Gladl) Faliaal) cYLeiaY) GLESEA ) seanll (Sas

S5 ««Curingay™ siual) o T s asdd 53 (sl 7 jasa o13l dilae Jagasd
Dl o 58y e pall Ay 85z maall e JAATL ) seanll (e AdliR 0l gua¥) Ly 5
Ganaly O (S 4l Eum (ym pall (e 6 ppeald dadie any 5 ) seealls s il «Curingay
AN LS - ¢l oY Juadll Hhail) ¢ ) sgandl (ganal) cleal Laal Wil ¢ 5all 128
Lal o sf caaliall (e Al 98 5 czdsailly sl o (Ardll (i pall () oS0 () sganll
Jaxl) ) seanll Sy Cun Ao pusall 3 Als s A 5 (s inallyy 5 Basa () sBiaal) Lol 5yl
BATAT

AU CalSE G el Ada ) Al Al ja (e erainall i) eday o3 sail) J3A
A5 48 Wl llin 05 0 (S s e ot e (ST ey 5) JBY) (e s 5 Oy (e
OSUs Oslslag slan S 5l g iaS Jans LeiSly <l plaY) aal ) Slasi Y Al cluaddl) e
Zling A d gl 2aLial) JBA 5 1 elld (pe ad 5 e A laiall Clpadll) pan S () sLady
(et clgbintl agumu 8 ) L58 agil Ay 5 ) gLl Jhad Ll e ) agd ) ) seenl

Aon pesal) 55 Wi 5 Al Ay ) 51 Iy & iy 5 431 Aaad ) ey Laie 23 gl
s o st A all e @ stieall gl Cua el Apd ) derall i byl ddaal aa

(2axlayy

«isally (e ) all e 3a lay s 7 sl «Curingay sl Jaa dialial) 4l 028 ae s
LIS = o1y oF Jaadll jlaif) agiDIAs 5 agilisled 4S jLial ) seanll 3520 IR (4a
IS e oSS Alaall A s V) 93 «Curingay souel) caal ada 5 («) seendl DAY
asdis ) &ilia) ¢ seanl (o Cnianyy | gmsanl (V) agiSai o5 28 4l ¢ ) seanll - )
o o ot 53 305 Caliaall aal Jae | slad ¢ pusall ) 3 smaalls ael pransy ol Ca dial)

Ay s oS G5l lall 8 S sall A8y )5 L) 3 «Curingay sl aud J) g sied gl lia) (9
S5 ol «Curingay sl (S «Jiallyy Gl 2 V) (e el pasy il 5 s al &y gl (e Yoy Sl
Gaxie agd ) «Curingay susal zlisy ) seanlls Cpliadd) go Jual 5ill 5 ) gganll Jaial ) 531 e a2l
s1a¥y ¥ Jeaadll lail) A pasn oz j3aS 5 Jae A )5 b s ) (52548 Wil Jomy Lo Glle: com jusall @ guim 5l
(0 | ggand) DA CalaSiL) -



Ulaids Aubond) Adle Jalad s | omnall eiany e 5 5 ddayl jia Caiall (e 2500 JISEY) 038
sl (8 aalon O S el (s DU oy B paaall g0 (8 a3l L) jlay s

OF LS ¢(Y 0 YA Ll ey ya WD) Sl Caiall @iy yo Blia 8 ) IR (ga 23U
d:\};:\ujs'é‘)ﬁsl\\.ﬁﬂw%gﬂ\ J\}ﬂ\}&ﬁld\&lﬂ;)mdmiwajw&b\fubu
asinall oo 5 (0 2 3 Of (o sl (ALl (S ¢ inall g5 plaall Cainll aia s cile] il
Al 4 el e il sally

ron Cun il Ciie & gan dllaiag 8 Al A Y il i sl e A

sl clisie maay o (o 8 5al) gial el A o gl 3 Jagad ) lld aay ) sganll
JEVL Gaee oo 5 00685 A 0 stiaall zling (siiall & puse (o ai V) ¢ jall juasl
Rgiall b aginadd o gl A g o Jaiaadl (e 3l 5 Caiall 2!

sacliaiall cile ) 50l el (Sledy Lotie Lngiall 3 5ll of (A 3 LEY) (5 )5 puall (e 438 ) Al
Aallae Jsh (siiall = sl (S Cun alise il Aalad Jadlly Lgod 2a 5 Al i

(b plaia ) (i gl ) sean () Ay dmaill (e (e (6 e (S Apad dll ) )
Aliay e g gal) LS Camy (D) el Ylae 8 (sl & e pladi) die 0l
I8 Alainall jlalaal) s L agall cpa s oS bially ilaa S0 Adasi 3o 05S5 O an g
) Claainall pe i e Jaall Lasd agall (e cdls G e Aina (a5 50 ¢l Jadadl)
g omall e Cpliaal) Gy 05K O ong AR Lalill (10 (el Taladiall (g g yall g ol
seaall S aainall (i Ge JEY) e




3M\ sl g gilall T ra

O e oDl ey (g Dl ey Cilimgiay 5 Ul ) (saiiall & juse dduals Lagi 5
e Bl oy 303 8 8 = g g tiallyy ian cpa A aiallyy 5 (@) Rl Allaas
el elne] Loty s clliall 2l (e el AgSe) e (5 siay 43l e g 130 L) il

Advie e 5k Ll sad s e Hil) Aallas LIBA (e Sy Clalise

el (s siuall o gl plall Bale i Lild ssaiiall o e 8 ) plall e Cuaall vie
Sy gl da sia Jl gy sind ol 2385 Gl (a5 jpia Cle gana 5l 38V
Agipall L gl ) guall dagd (N 5L A5 saiall 7 juse dpa juse (A il AladiS

) DAY 5 ety (M an e iz 53 e e Ll (@l AddS G ) s st o) af
e o sl Jaaldt ) siiall & pe o @B ol Cliagia 3 Jall o8 LS a9y
e A pall Aladill s3a 3 ) sall lasiinl )55 3 OIS e cile ) 3l Alaiaal) dlagY) 55
DhsallAabie 5 6 A ey caial) ) e 30 s iy i yiad dnsis S 1 b ¢ il
2V Al Cagiall e 5 el J gl ClISa) 3 3a8 ) (saiiall = pase gmasy

(&8 A 43y Hha A8 jLie (0 bl G paay
D) 8Ly (e IS Sy o 1 33 Jpa Sl
Gy ol ISE o sxiiall & jese el g
G g Ciladinall Jaly e Sl 0
Clainall (i) 1S as 50 2l 3L (5
Ll (o 2 jall gai dalall aguelua b
3Ly axdi Apelaia¥) Alandl 5 elaiay)
e gl gl irally Caiallyy mllaias 23U
ME IS Gl g3 Saey S el gall Jilas
G ek Cainll e el o i s g aliall Caiall caiall (e JBY) e JISET A3

oo 1 sl i A i s e gadid sdaly L sale 5 Gulill adlll ol ganall ol sl
il (& meall daldly g 3 peaie e e B 5 pudally a1 ASse) Caial) cllia 5 bl Caall
i) Ll oSy alanial 1y jlexia¥) g )l s salia®Y) i) el e Al s

S Caie dlla ey e s Sle 5 Gl Laie L Cle sane Juaii ) s oLl il s
E i ean] laine dadail ) SEN Chindl jady cCaiall 0 AY) SN e dpe 3N iy
iy A i) ina ) o (5305 (S5 ye b sed casasl) (b ) Al el o 5%
(Yoo sle o g) ) seall s Sl B e (5 50y ilae e JSG Gl

Baal djlaiuil g ssaal sa <p) 33 gy
el La 8 o ey aiaal) £330 (38
o QIS Bp Uy st Cllas (3141 3L
bl Je il A Aaadl cpa 3309 ciad)
JSial cuaiad g cdnaiaall JSgdl Co
ALy CBal) A dad) gl) BLa)

(Yo )€ &1

e

ST

Sgmal pant ) s el 585 s plaial alle sa (VAY+ L siST Y £ 0l g (g0) fgiE cuieadd o gy (V)
DAV ale s agaall jiae Jsf caaie Jadip 1904 ale 3 (PRIO) shos sl (8 2D sl



Lo i Lt e (il 5 o) Agadalil) (he ot Lild (il sl daall Jelaall ) laill e
ol g i) g callall A aail) Qa5 agdl 48 oy Lol el Lo aaa s Sl oS
Al a5 ASaliny ) (5 8 o Eus (Y41 Collings and Bilge) « sy
i e 8 Laad ()5S L (Alehaa¥l (o (ila 5) Lo i g g Sy el aal ()5S 38
O5S Las 4 g8 (pe Aisma il s (8 A gy i) g 2y (g0 480y Lan ¢(Aledania¥) o 5) A
S ET L S IR L TP RPNP SN RU PENUTRERICNS N FICPRE JES S FE PR -gi
Gty Al (3 (argn 41y o laia¥) dnin s o dida g 8 (55 gy A Gl ()5S
O $ U Qo Aad laiadll o3¢y Lite 5 ) Lpndaliil) mllaian Cargys oo lain¥) plaill
Ay s ¢l ading Adiaall CLSpalial) G ey ABle Y (5 53 (alasY) (g 5l 558 5 81yl ()5S
Badxie (il g G el ol et (e el ey O (S lea FSY) (6 8l Ala 3y 35
e (e

Ll IR Al glas e Lmgiall oda Jand Y cciladaliil) o3gy 1 5K (oaiiall & juse aies Ll
5 58 LSaaling (g Al £ 51l Lo 53305 58 Caagl) el (e Adline £ il (A 0
Laebuy 5 s yall @l 8 Leanls 31 1580 5l 5 sall @l 500 5 ¢ el 5 alaginal) U] a3
Coolaall OMA e 8L G S8y odat e 6 gal) (i ga b Lguals 3 ) 501 8 el

IS Ll gl 35k e anlly e Laia V) i) gal) Jalas aleti () LiSay 4dld e jusal)

358 il aa (el Aald I8 puse a3y () (siiall = pase 2 3 Linain e cin ) Ui ¢ oy
(8 Liae 35 LS Lia yin g e yo Aaline Apa posall dplanl) aaiiy 50l Jal (e agilaldad 4S il
A ol e il QalaSM (S o el i e g el e U508 4 jlee
e JS 5 laaliall man 5 M (sisall = jesa ehaY Lo laal) Lolaal) Corgd ey s
S a3 (A e Ge 2 e seendls (nliaall (e JS ey dglaall G3AS LIAN 2y
pendls JSEi ) e 5,8 ST 0 sanian il 5 slald) o585 o oS

el & juseyy Y daadll kil (Jualdill (o 3 jal) e liidolee sa (o207 jusa yiing
oLl i) & jue dlee (o S s Siag g seaall Jladly o) T e (5 5t (ilee
il = e Loty o Sy A il llee (8 aal) Mgy il seandl ga )5l
dd e Cpliaal) e cuin I Uis ) seanl) (o na s sal) (al i) J (e Wil Ll o
s A sall Lo jla (e Base AingiaS dn puse a3y O ) g2 s gl 2 3 ¢ Jlaialy = asall
asinall (3 Ul sal 5 Ll (e yimy e lan JSG 38U S8 o L)

Rl dn el £ saia g o 15U Adlide dbagiue jualen allay o (saiiall o e Sy
g s sall s Adagiunall &l jlal Loy ) ang 2O el LngieS (oiiall = juse aladiul 2ie
o Caall & e sl 130 iy 2D 5 e liia¥) Lall AL Ay s o ysall i al
V) cagilaine b uri Jalse Gal) (e S (8 Gt Ll G (e pe )l e Ll
Otias e agily g ady e Wle agil

) el sy S yeaS il oo gaall Ll AS il kg il jlan 5 o ylad (e Apdalill) o sgi iy (V)
,Jj.ud\ clual) k._l‘)\é:lj FXXPEA( JL«.)Y\



aM‘ ;U,JZ\;\.A@_'\.AS g Aiiall Ty ()

Lald U el 7 peall malic z) 0¥ 13 Jie s o8 lia S AaLd) 3 gaall (g0 e
Crpansdil) CpsLinal) 5 palaall 5 (e laia¥) Cpibiad S (S Eun cladl) e Jaall 2ie
JSay sy e Jeally S8 Wil = jusall alasiind (ge Gl G sis Jlase 8 Cplailill
Apee A a3, )5 )50 53 (Aol (oa juse gl (sl 2 juse ) Jlad JS5 Jaidll
slis IS (g Wangl 5 il lgall s 5 43 ) GIA JDIA (e Aals 45y ylay I ol L i
¥ gaaiaall sl Glaal 4 ) 5 ) S

M\gﬁy&i-gdﬂ\cw

s 5 ) o el Ll W sha 3 ds el Cadlil) aal g saiiall & s )
sl oSall s 58 JMA elld g cmagtaanll 7 ey mlhias it clidull 8 J) s
g2 4e e ST il g S IS5 dangiall gl Gual) Gl Bia g oy 310

A ill e sqda s (08 s1sb Aduald (ga S JSE 2iuld ) gy st g oa gl allall Jsa
pleill (5 55 i o siball ) sall () 388 8 OIS iy LagalS 38Ul Sal JS 5 4, ) sall
e a8 OO 05 Gl dalenll 038 e 18 a (Bl IS pgd (050 O gy el
120 Jaadl g e jlaill oda (pa Jalill 5 el Aalie dla) 5 Al il &y jadll e slaie )
A8 ) o 5 ¢ salaia o) gas 2n e Qa5 cpalaall G ) (508 sl s agalas e
ashai ddaga b shad MU i) shal aey Cua Ay ) s A8le DA (e L 3L A
ped) sal 4 p3a ) Ol Jalas Ul Jslay eJaill 5 Sl 5 4yl dlae oL 5 il
=t JSG Jlal) LIS o5 (a8 e ol

Al ) sgandl s Galilaall G Aol ABMS ) el ) el 48 J) g st 5 dnailly

S Jila 1) Jaal Y glaa (5l (= 5 5 el Jualusill Uiavia 483all o34 ) slat dpaal )
&) «agitpropy amall (uland) g HLEN 7 pse (0 dan el AKET CUlEE) Cas ) gganll
s s Bglee Jsm )y JIS

JS ol tie) O siwe o o ) il

Al Y al pas o 3sgd ad O gilidlly) ;
431_3;@2\31_\;‘ 15 5a) amly ca9a s s

Lga s ad ) sgar o 19 iy O agd
agagd ol caainall olad Aaldl) an s g
HAT) b Lol aglh i dull palll e e
AT 1938 by O g <[] IR Ol g 2elan O (B ‘CM‘M&
i sf) (agddlay A Ul Jadas e (et A8 yhall o3¢y 5 cLlladls e )45‘ T
(Yo X Jiss s Al Aas sl Jl e st o) Lingla

2l g g LN Sall (5 5 8 ol Aauld

gaine JS 88 cdmaiaall GlEdal) 8 (5 ) (o b (agdaadll 7 ey (e 2uaill
Gla o e Ledaly (g giat il sell divma dlad lin 5 Saally Q) L ey Y llia
fAciy N Al ¢ Ll etV ¢ (5 jall Apadinal Addall ¢ uinllS Andinal (5 58l (e ddlidg
Gl A Ble ) g ol adll ¢ i) da 51l ¢ pandl () cpuiall ¢y paal)
o) Lpiany ae Jayl 555 adali dlas¥) o3 of gal gl

) aladin, Dol Qdiad (S 28 ¢ ) yainly




ot “

4adla

Oalalall aa S dagalli 4y S (siall = pase Angie Jsa 45 k05 Al (53 Jalall 1 iy
2 LS ) selaia) poadl) e agSI iy Lmgiall oda aladivd 8 cpael I Ll as
leedd o Alailae B0 Cumy ol - jase Dlee araia 8 J o Dl ) Adl J gacadl)

) alars daiad s @Dl ey (Bl 4 o sl Jandl o dials 58 5 ae dpuld)
Oaia (GIZ-CPS) St Jsall o shall - a1 allad) dant zali il yua e 5 )bl

gy (530 U8 e s i) (e de sane aa o2l o3 (531 (iadll Jal e g yesallyy & 5 e

oY) - <l =

il sl e Gl g Jpnatill (e 2 jar siial) 7 asn ) gn Dl s U Jaadl) - 50

o JEeS (ainl) Jal (g g maally & 5 e i oy Gy (s5iall 7 pase e gana el Aleall
Jeaia and & 00 ,Y)

(s iiall s Ao sana (pann Lgaladind (S S Gy sleill Al a5 G Jaadl) a3y g
iy il Jaxi s 50,81 ol Jal e g mally & 5 e (e dui€all <l jal) e 120y
dom sl shai 5 elaa¥) el (ge ool ¢S Ailanll Gl sall (e il S a3l
_;\Jiﬂ\mu&ﬂyy-ajj

13 8 Aadial) ciladlucall pafig g gl pa Gualddl g ol Sl ¢ Sladll adhy ¢ Al




g

sl 4y s Y1 sl Ja Sod a5 o (ataa aS 5 7 el (8 A jlaay alil) g e
e 7 el Jual Jn (3l& Y €Y 5 amd ol sadl S 58 sa DR uilise Lag IS of 3
Waag s foga e yony

Lokl 8 AL Jas 238l 58 5 cPoeticsy Ales (8 7 sl (5 skaie aaf aal sl i Ca gl
oo 55 sSl ALLY) g e Ll cadall 0 TY0 ) iy 5 3 pa 31 Al gl el )
o Ll lSlaa (@lStaally SLall a8 o 5 ¢y salia agiagaday dall o) Jsll Jumdl IS
Jual UGlSa alan 5 allall e o paill dpuss ) (3kal) (saa)

s o staill als alle zali € @lld 5 Juaal sill s Sl a1 ALl dand peali gy yiing Gl
(Deutsche Gesellschaft fiir Internationale Zusammenarbeit (GIZ) GmbH) (slalY!
e Jaleill Jie Ailide c¥lsa 3 Jaal)y Ciie (50 e 33l 4 gasi 40 iy allas o) S0 Cas (0
YV B sda 3 35 Alas GllXS 5 ¢ ) sall g dalladl 5 )

W P PSRN PR (JUPS [PR TR\ PY W P LR F ST JE L ST
A A ey g ) 330 sl daga il 5alS Jans (gAY ASEN 5 e Laia ) Clagiall

S s laia ) g duad sl g gl et Sy Gua ccabalail) g 48 5Laal) g Jall 5 o8l jéay
A8 e 8

) dia g da Jla s 5o,V 8 oY) alld) Aeod zali yd dage Bl sa = pusall (i ¢ Ul
Olae 8 LeiSa Ul 5 (GIZ-CPS) Sl sall ¢ slaill i) Ja¥) ALl dads eals 5y
Ande Al (ol (8 Gl G A e 40 pe iV Wil il (VYA Gle
Al 3855 5 apanally A5 5l dus sall 5 A Cuald a6l i SO Bl 5 G,V i & S
Al 1) gl Camaia g citall 7 jase Jsa Jandl LG 5 00

O ol (St ) Lelae Caagy (¢ 8 sty () AS el dal el LWl Jy 3ad) S
dS S5 of Wyl 253 saiiall & jase LS (a5 ale JSE & jusall (10 aledY) e J sl
£33 5 el SN - Iyl (ool el Ay 5 8 ()5S Liiall a5 rla 038 (e 12 3 (IS (1

(GIZ-CPS) =l Jdsall ¢y slaill - oY) bl danss el s S
S e Al des Lol A3l Lgans 5 Caald QUSH 138 853 s sl e g )

Aalall e n WIS «?M| <L < (giiall T ) (8 ol Qi uadAly d.eh}

o e (g AS
(GIZ-CPS) Sl sl oy slaid) - JAaY) ALl G eals o diia



-

e gt
! dadia
v Sl ol AagriaS sxiiall &y ()
% Aild g 4l gual - sial) 2 s
q AL £y g (siiall 2 pane
AR Llas (gailal) 7 jusa (¥
V) Sotiall 7 puse Jory i
VY Sl 7 e de sana fasi CasS
V¢ «oml) Jal g g muallyy - 02,0 e Jlia
VY s 2iall 7 peua Jas Aaga (T
V4 4 pea gal) L) e dale 5 ylas
Y. sl Ay - elaa)
A dlaall 8 ST Sanill - 3 ) guall & yuse
ey ) JaS5 - A sl g ko
of ) seendl DAY Calaan - ¢laY)
1. dnad s alaill 8 Sal) - ooV e e
" B Al (pa bjal Cluagig aal e (€
1Y iy S (e




o] <5u.d C
L 3 = ‘ .. J
w

O ;‘ﬂ Cra < lad
Rl
~ &

)3) X J
- - :
- 4
. ‘-’J



Deutsche Gesellschaft fiir
Internationale Zusammenarbeit (G1Z) GmbH

Sitz der Gesellschaft
Bonn und Eschborn

Friedrich-Ebert-Allee 32 + 36 Dag-Hammarskjold-Weg 1 - 5
53113 Bonn, Deutschland 65760 Eschborn, Deutschland
T +49 228 44 60-0 T +49 61 96 79-0

F +49 228 44 60-17 66 F +49 61 96 79-11 15

E info@giz.de

| www.giz.de



=

f o
- B
& -
=

Al Wil ) rla su

Y (e s aa
D85 ()5 Sl s S 3 5
u)\.ﬂ.“

4 <
’ Ziviler Friedensdienst I Z Deutsche Gesellschaft A !Y‘
ivi H fir Internationale
Lﬂ Civil Peace Service g Zusammenar beit (61Z) GmbH L..?’

DEUTSCHE ZUSAMMENARBEIT



