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Introduction

Scotland, July 2005. Anti-G8 mobilisations. A small group of clowns is making its way to the G8 Alternatives march. They pass over a bridge above the motorway. Half a dozen policemen line up, they face the line of clowns and stare at each other. Two clowns start to count down: “three, two, one – go!”. The police and clowns rush towards each other, the clowns hands are outstretched and faces grimacing the clowns scream “Kazamm!”. There is a floating moment of confusion ... and they run into each others’ open arms. Clowns hug policemen, policemen hug clowns. Everyone is a bit surprised, there is a roar of celebratory cheers from the clowns and slightly sheepish and embarrassed applause from the police... Somehow, this group of clowns managed to persuade the police to play a game with them. Known as Goblins, Wizards and Giants, it is a version of paper-scissor-stone, but played in teams with the whole body. One of the rules is that if both teams choose the same character, no one wins and they all have to hug. This is exactly what happened as clowns and police simultaneously chose to be ‘wizards’. In other words, this is a magic moment of rebel clowning. 

The neo-liberal order seems to be on a mission to capture our imagination and transform everything it touches into an object of consumption by playing on our insecurities and fear. The discourse of terror and multi-polar threats is omnipresent: from ill-defined terrorists to so-called anti-social teenagers and invading asylum seekers, the world is increasingly depicted as a threatening place where the origin of the threat in question is ever-fuzzy, and civil liberties are seized in the name of security. 

More generally the neo-liberal order reinforces the structures of oppression that epitomise our society. Patriarchy, racism, homophobia and class oppression consolidate a pervasive authoritarianism that is rooted in and contributes to a paralysis of imagination and a channelling of creativity towards the sustainability of the system itself rather than personal empowerment and liberation. We increasingly live in a society which, as well as exploiting ordinary people, tightly controls creativity and imagination whilst simultaneously repressing dissidence.

Such context has led to the emergence, over the last decade, of the so-called anti-capitalist movement, which has demonstrated a capacity to reinvent political actions and communication. It does this through a creative, symbolic language, often carnivalesque and satirical, away from the traditional communiqués and rallies of the Old Left.

This ‘movement of movements’ (Klein, 2002) is about imagination, creativity and disobedience and takes the streets as its main frame of action, without lobbying, without negotiating with authorities. It privileges Direct Action to reclaim the commons which have been enclosed and commodified by capitalism and to struggle against the roots of inequalities generated by the system. Drawing on anarchist traditions Direct Action is literally direct and unmediated. It does not aim to generate publicity or influence policy process but to directly change society. This is clearly expressed in a 1996 leaflet distributed by Reclaim the Streets!, an important Direct Action group in the 1990s, which organised non-authorised street parties to articulate issues around the domination of public spaces by cars and consumerism (and by extension the notion of anti-capitalism). The one page leaflet states that:

[EXT]

Direct action actually enables people to develop a new sense of self-confidence and an awareness of their individual and collective power. Direct action is founded on the idea that people can develop the ability for self-rule only through practice, and proposes that all persons directly decide the important issues facing them. Direct action is not just a tactic; it is individuals asserting their ability to control their own lives and to participate in social life without the need for mediation or control by bureaucrats or professional politicians. Direct action encompasses a whole range of activities, from organizing co[-]ops to engaging in resistance to authority. Direct action places moral commitment above positive law. Direct action is not a last resort when other methods have failed, but the preferred way of doing things.

(Reclaim the streets! 1996)

It is within this framework that the practice of rebel clowning in the United Kingdom is situated. Developed for people to creatively engage in social change, rebel clowning is a form of radical political activism that brings together the ancient art of clowning and the more recent practice of non-violent direct action. It is a practice that transforms and sustains the emotional life of those engaged in social change – seeing both the soul and the street as sites of struggle – as well as being an effective tool for direct action. At the core of this approach is the notion that innovative forms of creative street action are crucial for inspiring and building movements, and simultaneously involve a deeper process that ‘liberates people with weapons of love and laughter’ (www.clownarmy.org).

An exploration of authoritarianism through parody and ridicule, this practice aims to tap into participants’ creativity and imagination to address issues of coercion, self-censorship and inhibition, and release the subversive power of play within each individual. This is developed in specially devised training sessions which use clowning and story telling, to prepare participants to become ‘clownbattants’ with the Clandestine Insurgent Rebel Clown Army (also known as CIRCA) or simply to apply the principles in their daily lives and communities. 

This chapter is the result of an action research project by five of the core members who devised the practice between early 2004 and the summer of 2005. We engaged in several cycles of action-reflection (plan-act-observe-reflect) and we triangulated our methods of data gathering by combining participant observation, journal entries, interviews and group discussions. Two of us were particularly interested in disseminating some of our findings. We begin this chapter by outlining the key features of rebel clowning: its carnivalesque spirit and the resulting re-appropriation of our ‘docile bodies’ through transgression and unpredictability. Then we reflect on the actual training and examine the various ways in which it offers a framework for collective exploration. We show how this training follows in the tradition of radical adult education and aims to promote embodied learning and critical (self-)understanding so that participants feel empowered to struggle against all forms of oppression. 

[A]Key features

As a form that clearly posits the necessity for creative approaches to the way one engages in resisting the neo-liberal order, rebel clowning draws on several major practices and has a variety of inspirations. One of the most important is the notion of carnival as a crucial form of resistance that merges the political and the aesthetic. Inheriting from the innovative political approach of feminism and queer activism in the 1980s, and groups such as Reclaim the Streets! throughout the 1990s, rebel clowning is a form of political activism which aims to inject values often seen as distinct from the political realm: joy, pleasure, desire, diversity and horizontal power structures. The inspiration for such understanding of carnival is to be found notably in the theories of the Russian literary theorist Bakhtin (1984) and of the 1960s radical avant-garde known as the Situationists (Vaneigem, 1967). For both:

[EXT]

[c]arnival was... a unitary 'world' of social relations that were independent and distinct from those of everyday life. These relations were characterized by the inversion of hierarchical relationships where the low mocked the high and all dogmas and hierarchies were suspended 

(Grindon, 2004, p. 149). 

Over the last decade many events have been organised to give rise to such joyful revolutionary moments: Reclaim the Streets! parties worldwide, actions by the Italian White Overalls or the Pink and Silver bloc in various global events against the symbols of global capitalism such as the World Trade Organisation or the Group of 8 (G8) (Seattle in 1999, Prague in 2000, Genoa in 2001) have been read as inspiring examples of such carnivalesque moments (Shepard, 2003; Grindon, 2004). In these, resistance to capitalism is carried out on the protesters' terms rather than on the authorities' terms. Such events mark a striking difference from traditional marches or political rallies, whose organisation characteristically allegorises political determination and class solidarity. Such forms emphasise the anonymous mass, and the extent of its power and seriousness is gauged by numbers: of members in the party or the trade union, of workers on strike, of participants in the march. This conventional approach to demonstrations is characterised by its expectedness: the itinerary of the march is identical year after year; the chants and slogans repeated ad infinitum; the behaviour of the participants is itself codified and unchangeable. What is illustrated in the streets is the view of a revolution brought about by discipline and regimented hierarchy, which thus mirrors the system it intends to overthrow. 

On the other hand the carnival is about joyful disruption, unpredictability and spontaneity. It ‘consecrates inventive freedom’ and its spirit ‘offers the chance to have a new outlook on the world to realize the relative nature of all that exists, and to enter a completely new order of things’ (Bakhtin, 1984, p. 34). The power of the carnival lies in its capacity to immediately transform reality, as opposed to being a mere step towards tomorrow's revolution. It offers individuals a space to be what they want to be without restrictions, as ‘[i]n its immediacy carnival refuses the constant mediation and representations of capitalism’ (Notes from Nowhere, 2003, p. 175). Rebel clowning, in its carnivalesque spirit, is located in the long tradition of political demands to be in control of one's life, to participate in the world with a frank immediacy and to fulfil a sensual desire to be in the world, free of all separation, hierarchy and bureaucracy (Plant, 1992). Rebel clowning, like carnival, is rooted in a blurring of the distinction between art and life. It creates forms that merge the two and propagates acts of cultural resistance that eschew representation in favour of radical social transformation and direct action. The carnivalesque protest is inspired by theorists such as the Situationists (Vaneigem, 1967) or Hakim Bey (1991, 1994) who emphasise the potential for culture to have a revolutionary dimension by insisting on the notions of immediacy, pleasure and play. It ‘does not acknowledge any distinction between actors and spectators’ (Bakhtin, 1984, p. 168) and in this lies its liberatory and subversive nature. The carnival transforms the political space itself. 

[EXT]

Carnival also means turning what we consider to be political on its head. Mention the word politics and many people will imagine a world filled with words, and debate, a sterile, pleasureless world of talking heads.

The pleasures of the body have been banished from the public sphere of politics and the excitement of the erotic pushed into the narrow private confines of the sexual realm. But carnival brings the body back to public space, not the perfect smooth bodies that promote consumption on billboards and magazines, not the manipulated plastic bodies of MTV and party political broadcasts, but the body of warm flesh, of blood and guts, organs and orifices 

(Notes from Nowhere, 2003, p. 175). 

[B]Re-appropriating our ‘docile bodies’

Feminist adult educators were instrumental in terms of addressing the value of embodied learning and knowing within the field of adult education and learning (i.e. Crowther, Martin & Shaw, 1999). By bringing the ‘real’ body back to the centre of the public space, through its clear disobedience of the disciplinarian rules that regiment the body, carnival frees the ‘docile bodies’ (Foucault, 1979, 1980) and disembodied knowledge (Crowther, Martin & Shaw, 1999) from their position of subjection and gives them back their power. As Foucault (1980) argues:

[EXT]

Discipline produces subjected and practiced bodies, 'docile bodies'. Discipline increases the forces of the body (in economic terms of utility) and diminishes these same forces (in political terms of obedience). In short, it dissociates power from the body; on the one hand, it turns it into an 'aptitude', a 'capacity', which it seeks to increase; on the other hand, it reverses the course of the energy, the power that might result from it, and turns it into a relation of subjection 

(Foucault, 1980, p. 182). 

In the carnival the body no longer responds to such discipline. It actually reverses its logic: the body re-appropriates its political power by refusing to be reduced to a ‘capacity’ and demonstrating its ability to be a source of pleasure. As it invades the streets with colourful crowds of musicians and dancers, it ignores the conventional rules of discourse that impose a specific tone of voice and mannerism, that condition the appropriate behaviour and body language in certain spaces or situations (which stop us singing out loud in a shopping mall or dancing laughing in the middle of the street). The carnival embodies disobedience. 

And of course the clown and the fool are central characters of the carnival –  not the insipid clown of kids' parties, the marketing character co-opted by the corporate multinational, or the enclosed figure of the circus, but the trickster, healer, shaman who, since the beginning of time, has had a fundamental critical social function that heals and critiques through disruption. Clowns and tricksters are characterised by their liminal nature, they are part of and at the margins of their cultures, and can express the opposite of their cultures' expected norms (Christen, 1998). 

[EXT]

Clowns around the world hold these paradoxical roles as merrymakers, religious specialists, healers and frightening thieves (...) In addition, clowns and tricksters often take the role of social commentators. They embarrass people who have broken one of society's rules. They also mock those in power, such as government officials, priests, and ritual specialists. Their mockery is meant to highlight the abuse of power and the role that people can play in reclaiming that power 

(Christen, 1998, p. xiii).

[B]Transgression and unpredictability

The rebel clown combines the naivety and willingness to please of the theatrical clown with the cunning and street-wisdom of the buffoon and the activist. S/he transgresses all boundaries, refuses all dichotomies: often neither a male nor female, neither artist nor activist, clever nor stupid, mad nor sane, entertainment nor threat. Ignoring and consciously ignorant of these oppressive binary oppositions s/he claims the position of the ‘other’ with pride as s/he plays with and against categorisation.

The most basic transgression in rebel clowning is breaking what in theatrical terms is called the fourth wall – the division between performer and audience. The rebel clown dissolves this wall between resister and oppressor through communication – of jokes, silly stunts, beautiful choreography and acts of love. 

Instead of merely confronting his/her oppressors, s/he acknowledges their physical presence and gives them respect as fellow human beings. This is a radical departure from the confrontation of demonstrators and authority and here are the beginnings of disruption of power relations. As such the clown is utterly subversive: through him/her the boundaries that give authority its power disappear; by making him/herself impossible to categorise s/he inhabits a place outside these power relations. In a way s/he becomes untouchable.

It is through such transgressions that the rebel clown, expresses his/her unpredictability. The rebel clown ruptures the pattern of making demands and threats that can be blocked. Instead, she asks permission and offers the opportunity for collaboration; at first the collaboration is watching: having set themselves up in physical opposition to the clowns, the ‘authorities’ have become a captive audience and are complicit in the clown's actions. They are caught in the uncomfortable position of being coerced to be part of the ‘show’. They are working with the clowns who are thus in a powerful position since the clown thrives on attention. This is most obvious when clowns are being searched by the police. Police and army strategy is built around predictability and knowing what the ‘enemy’ will do next – but how can the police know what will happen when they decide to strip-search a gaggle of rebel clowns? How can they know that half of them are likely to dissolve in hysterical giggles because they are ticklish while the other half have so many layers of clothing on that it will take all day before they are down to their stripy underwear? Rebel clowns become to the authorities what the women of Greenham Common were to the American soldiers on the Greenham Common base: strange creatures that fall outside the established patterns of resistance (Feminism and Nonviolence Study Group, 1983).
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  A member of the Clandestine Insurgent Rebel Clowning Army at the anti-G8 protests. Scotland, July 2005.

The ever-unpredictable reaction and behaviour of the clown explode the rigid codes that regiment normal social relationships and circumnavigate the usual patterns of reactivity that characterise relations of authority. When confrontation is expected (by the police or the security guard of a corporate building for instance), the clown offers assistance in securing the building, thereby completely deflating the importance of both the building and the security forces. The clown may also offer a loving demeanour: in July 2005 as riot police line up in Edinburgh to protect the G8 from being disrupted, brandishing their shields as a clear sign of authority and power, a tiara-wearing clown kisses and draws smiley faces with her lipstick to accompany the traces of her lips on the transparent plastic built to intimidate and repress.

Rebel clowning turns the world of violent direct action on its head. It turns fear of authority and arrest into a game of tag or grandmothers’ footsteps. The power of clowning lies in the fact that the audience simultaneously laughs at and identifies with the clown, who slips on a banana skin and falls. Where the audience is in a position of oppressor or authority (police or army, security force at a street action), they may laugh at the clown's failure simultaneously experiencing relief that they themselves are not being humiliated. Yet they end up in a contradictory position – they can have contempt for the clown, but they ‘fail’ by their own standards because their usual tactics are rendered inefficient. 

Instead of resisting, the clown collaborates; instead of obeying and hating, the rebel clown mocks and slips away. The ideology of civil disobedience and direct action is creatively interpreted and implemented. As the police attempt to control crowd movements by ordering protesters to stay behind a line on the road, the rebel clowns obsessively want to know what is so special with the line in question... so much so that the officers no longer dare mention the line, deeply affecting the power relation between the two ‘camps’. The humour and laughter that characterises the clown are thus profoundly subversive. As Kolonel Klepto, one of the fictional spokespersons of CIRCA, says: 

[EXT]

We dismantle their power through the liberating force of laughter and like the body of the clown laughter is slippery and ever changing. You can laugh at someone and with someone, one minute it’s an act of solidarity, the next a gesture of contempt. Like fear – the force that those in power try to control us with – laughter is infectious. Where fear constricts and closes, laughter releases. It opens the body and mind, throwing it into a transformative chaos – it can turn humiliation into humour and a situation of terror into revealer of truth. It’s a form of sensuous solidarity which criss-crosses the normal lines of conflict – one minute those in authority are laughing at your stupidity, the next they are cowering from the mockery targeted at them 

(Klepto, 2004, p. 410). 

[B]Rebel clown training 

In order to share and extend the rebel clown practice we devised a ‘basic training’. This consisted of a series of activities organised over two days, and provided an introduction to different elements of rebel clowning: Spontaneity, Play, Presence, Complicité, Bouffon.

Rebel clown training doesn't pretend to make participants into clowns over two days, this art requires many years and immense commitment. Rather it is an introduction to a new way of being and thinking. The entire training event aims to be a transformational learning experience, a personal liberation through a collective endeavour. During the training, we access our own creativity and imagination and find ways to start freeing ourselves from the conditioning to behave in ways which serves the neo-liberal project. As trainers we do not see ourselves as separate from the trainees. We do not transfer our expertise but rather, as co-participants, we share views and experience. Critical reflection therefore plays an important part in the training: each activity is discussed before going onto the next one. These discussions are crucial to emphasise the multi-layered nature of rebel clowning, especially its possible applications to many different situations, including direct actions (i.e. potentially confrontational situations). We also explore the process of collective working practices, especially the intertwined relationship between individuality and collectivity.

Importantly, desire and play are at the forefront of the educational experience, as is the recognition of the ‘potential for empowerment through learning about pleasure’ (Barr, 1999, p. 116). 
The training practice has been influenced by critical pedagogy, feminist adult educators and action researchers involved in the devising of the rebel clowning practice see themselves as critical educators because ‘critical educators have to help the oppressed overcome a ”culture of silence” in which they cannot see that their situation could be different and that they could intervene to transform it’ (Barr, 1999, p. 15). 
Rebel clown training aims to develop creative tools based on play and pleasure, in order to explore issues of oppression, inhibitions, self-censorship and ways to address them in an empowering fashion. From the beginning we create a ludic space using the words ‘game’ and ‘exercise’ interchangeably to accustom participants to the idea that work can be synonymous with play and that games can be serious. Deceptively simple games demonstrate that one learns as much with one's own body as with one's mind (hooks, 1994a; Feldenkrais, 1987) and also draw attention to the amount of knowledge that can be released through pleasure, emotions and imagination. This is a crucial dimension of radical adult education, which promotes ‘new meanings and knowledge rather than simply increasing access to existing knowledge’ (Barr, 1999, p. 17).

For instance the Name Switch game consists of alternating two actions: firstly participants point at and name objects as they walk around the room, then they point at the same objects and call them what they are not (e.g. pointing at a table and calling it “sky”). We speed up the process of alternating between the two actions (usual name/other name) to continually disrupt the process of logical thinking and encourage spontaneity, one of the keys to the clown's unpredictability. This activity encourages discussion of the extent to which we are all conditioned into thinking in very set ways. Sharing our experience, we can critically reflect on the pervasive (self-) discipline which rules our lives and discuss what we want to do about it.

These notions are also explored through Hug Tag, where participants have to hug someone in order not be ‘tagged’. It allows us to rediscover the pleasurable and healing power of touch, freed from rigid societal rules, which strictly codify and limit touch to specific realms such as the sexual, the medical, the sportive. This emphasis re-acquaints participants with their own bodies, to break away from their ‘docile bodies’ (Foucault, 1979, 1980). Here again play has a subversive dimension: it breaks down the rigid conditioning of compartmentalised body uses in public spaces. 

This game is also crucial in breaking the established pattern of running away in the face of apparent danger as the priority is to rescue one's fellow clowns by hugging them. In this game the more we run away the more likely we are to be caught. A reflective discussion invariably leads to an analysis of crowd behaviour, of one's innate strategic ability to move and react to others, or of the importance of collective responsibility for one another in a difficult situation (e.g. avoiding one's own and others' arrest during a civil disobedience action). It emphasises the participants' embodied knowledge, by demonstrating how we already know how to react in such situations, albeit in an unconscious way. 

[C]Subjugated knowledges

Rebel clown training is rooted in a view of education:

 [EXT]

…which rests on the development of new knowledge through dialogue and the collective sharing and analysing of experience. The kind of educational practice based on that view of knowledge recognizes and takes seriously – concretely not just in theory – both the emotional component of learning and knowledge and the social and political interests that invest it… 

(Barr, 1999, p. 24). 

Thus rebel clowning aims to tap into subjugated knowledges, the knowledges buried under dominant discourses (Foucault, 1980), common knowledge, intuitions, knowledge ‘from below’, springing from emotions, imagination. The training counters the dominant tendency by which ‘knowledge arising out of the ability to work with people, with emotions, with a range of modes of thinking is devalued as subjective knowledge’ (Barr, 1999, p. 112). As mentioned above many activities focus on the power of imagination and emotions to explore important issues related to oppression and to provide ourselves and each other with the confidence to address them. We indeed acknowledge the complex, often contradictory nature, of oppression (in that we are all at once oppressed and oppressor at some level) and believe that ‘the development of critical self-understanding on the part of those ”below” is a weapon against it’ (Barr, 1999, p. 15). The ways in which we address the issues of hierarchy and (self-) coercion are a creative approach to this development.

Indeed rebel clowning is clearly located in a non-authoritarian and non-hierarchical framework. It demonstrates that social relationships can be functional and fulfilling beyond and without hierarchy. Therefore, as well as introducing the principles of consensus decision-making, the training includes activities based on the notion of ‘emergent intelligence’ which demonstrate that a group with no single leader can act and respond.

Fishing is a particularly powerful example of this approach: we form groups of five to 15 people, all facing the same way. We give the example of a shoal of fish which seems to change direction with a different leader at each turn without a discussion. The person at the head of the group or shoal starts to move forward slowly while the whole shoal follows. The head of the group must ensure that the shoal remains together – so s/he must be aware of the speed with which s/he moves and the capacity of the rest of the group to follow. A change of direction must be initiated by the head of the group at that time. As s/he stops and takes a 90 degree turn to the left or right another person is at the head of the group, and s/he starts to move. 

As the game progresses we all become used to one another's ways of moving and rhythms so the movement and changing of ‘leaders’ becomes more fluid and less obvious. A collective choreography, built on each previous movement/sound/rhythm, begins to emerge. Participants realise that decisions can be made by following the emergent intelligence of the group, without the need for one particular leader. This activity emphasises the importance of collective commitment and responsibility for this to function. Fishing encourages participants who tend to refuse/evade initiative to take responsibility and act. It also highlights those who do not like to give up leadership in a very concrete yet subtle way. 
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Not only a game: Rebel clowns go “Fishing” at the anti-G8 protests. Scotland, July 2005. 

With the activity Yes, Let's All... we explore ways of disrupting established patterns of reaction and response from authority/resisters. One participant begins by suggesting an action (e.g. Let's all pick flowers), all must then respond by repeating the idea (e.g. Yes! Let's all pick flowers!) and mimicking the action. After a certain amount of time, someone else comes up with a different idea and the pattern repeats. In collaborating with what we might think is a ridiculous idea, we go against our instinct to self-censor and censor the other, thereby losing some of our inhibitions and going beyond the limits of our own imagination. As well as using the ruptures in behaviour to establish new ways of perceiving and working, Yes, Let's All... encourages participants to surrender their egos and be open to others' ideas and desires.

This willingness to surrender can shortcut discussion and division on the streets when a quick consensus decision is needed. Yes, Let’s All… also reveals the different rhythms which exist in a group: some people jump in with their own idea before the first proposal has had time to take root, others will never initiate an action. A reflective discussion provides an opportunity for the group to discuss the effects of different timings – for effective group actions on the streets, for our personal rhythms, in order to create trust in a group. 

The notion of trust is particularly important in networked and non-hierarchical structures as the sustainability of such structures depends on all members' commitment to its functioning; there is no authority to refer to which can force anyone to do anything they do not want to do. Establishing networks of support and solidarity to advance social justice is a clear purpose of radical adult education (Crowther, Martin & Shaw, 1999) and rebel clown training encourages this. We unashamedly stress the importance of love as a learning tool for critical self-understanding and we explore this with the notion of Presence and more specifically the pleasure of being present: Pass The Red Nose has participants singing an uplifting song whilst passing a red nose around the group. When the facilitator shouts “Stop!” the group steps back and the participant who has the red nose holds it aloft with great pride and pleasure. S/he then puts it on and stands in front of the group motionless and silent but being happy to be there, to be looked at and appreciated. The clown attempts to do nothing while the facilitator compliments him/her on his/her hair, eyes, ears, smile, whilst the entire group watches with love and support. The process repeats until all participants have worn the red nose. 

This activity enables us to become conscious of the physical and emotional self we present in public and to adjust that to different situations so that we can work confidently without embarrassment in the specific space of spectator–performer, applied to other situations (e.g. the street). More importantly it instils pleasure and confidence in being in the world (including confrontational situations), and in standing up for our beliefs. This pleasure and confidence is encouraged greatly by trust and support from people around us. 

Following bell hooks' notion that love is making the other free to be what they want to be (1994b) a simple activity such as Pass The Red Nose, shows the importance of collective responsibility for each individual feeling valued, loved and thus able to trust. Such confidence paves the way to greater charisma and releasing of the imagination which is infectious and self-sustaining. This in turn leads to a feeling for the potential for change and justice through collective action.

 

[A]Conclusion

As the feminist Audre Lorde points out, we have the capacity to challenge our own ways of feeling and emotion – as well as knowing – through collective inquiry. She questions the depth of critical understanding of the forces that shape our lives that can be achieved if we use only the rational and abstract methods of analysis As the parable says ‘the master's tools will never dismantle the master's house’ (in Barr, 1999, p. 114). 

Rebel clowning is an exploration of such collective enquiry whilst encouraging personal transformation and healing. As we explore our relationship to coercion, self-censorship, (self-) discipline and authoritarianism, we collectively engage in challenging the structures of oppression which affect our lives. As this is carried out through play, we rediscover the pleasure to learn and the power of imagination and emotions as weapons against domination. Rebel clowning offers a process rather than solutions or a system. It leaves us free to imagine, question and continually strive for development and transformation towards social justice. 
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