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THEATER OF THE OPPRESSED M | etus, lived a very religious oil nerchant,
who was al so a navigator. He had an i movable faith in the gods; at the
same tinme, he had to transport his nerchandi se by sea. Thus he spent a
great deal of his time praying to the gods, begging themfor good
weat her and a cal msea, and devoted the rest of his tinme to the study of
the stars, the winds, the sea, and the relations between geonetrica
figures. Thales - this was the Greek's nane - was the first scientist to
predict an eclipse of the sun. A treatise on nautical astronony is also
attributed to him As we see, Thales believed in the gods but did not
fail to study the sciences. He cane to the conclusion that the world of
appearances astronomny is also attributed to him As we see, Thales
believed in the gods but did not fail to study the sciences. He cane to
the conclusion that the world of appearances - chaotic and many-si ded
though it was - actually was nothing nore than the result of diverse
transformati ons of a single substance, water. For him water could
change into all things, and all things could |ikew se be transforned
into water. How did this transformation take place? Thal es believed that
t hi ngs possessed a "soul." Sonmetines the soul could becone perceptible
and its effects immediately visible: the magnet attracts the iron - this
attraction is the "soul." Therefore, according to him the soul of
things consists in the novenent inherent in things which transforns them
into water and that, in turn, transforns the water into things.

Anaxi mander, who lived not long afterward (610-546 B.C.) held simlar
beliefs, but for himthe fundanental substance was not water, but
sonet hi ng i ndefinable, wi thout predicate, called apeiron, which
according to him created things through either condensing or rarifying
itself. The apeiron was, for him divine, because it was imortal and

i ndestructible. Another of the phil osophers of the MIesian school

Anaxi menes, without varying to any great exte! nt fromthe conceptions
just described, affirned that air was the elenment closest to
immateriality, thus being the priml substance fromwhich all things
originated. In these three philosophers a conmon trait can be noted: the
search for a single substance whose transformations give birth to al
known things. Furthernore, the three argue, each in his own way, for the
exi stence of a transfornming force, i Mmanent to the substance - be it

air, water, or apeiron. O four elenents, as Enpedocl es asserted (air,
water, earth, and fire); or nunbers, as Pythagoras believed. O all of
them very fewwitten texts have come down to us. Mich nore has

remai ned of Heraclitus, the first dialectician.
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Aristotle's Coercive System of Tragedy 3 Heraclitus and Cratylus. For
Heraclitus, the world and all things in it are in constant flux, and the
per manent -condition of change is the only unchangeabl e thing. The
appearance of stability is a nere illusion of the senses and nust be
corrected by reason. And how does change take place? Wll, all things
change into fire, and fire into all things, in the sanme nanner that gold
is transformed into jewelry which can in turn be transforned into gold
again. But of course gold does not transformitself; it is transforned.
There is soneone (the jeweler), foreign to the matter gold, who nmakes
the transformati on possible. For Heraclitus, however, the transformng
el ement would exist within the thing itself, as an opposing force. "Wr
is the nother of all things; opposition unifies, for that which is
separated creates the nost beautiful harnony; all that happens, only
happens because there is struggle." That is to say, each thing carries
within itself an antagoni smwhich makes it nove fromwhat it is to what
it is not. To show the constantly changi ng nature of all things,
Heraclitus used to offer a concrete exanpl e: nobody can step into the
same river twi ce. Wiy? Because on the second attenpt it will not be the
same waters that are running, nor will it be exactly the sanme person who
tries it, because he will be older, even if by only a few seconds. His
pupil, Cratylus, even nore radical, would say to his teacher that nobody
can go into a river even once, because upon going in, the waters of the
river are already noving (which waters would he enter?) and the person
who would attenpt it would al ready be agi ng (who would be entering, the
ol der or the younger one?). Only the novenent of the waters is eternal
said Cratylus; only aging is eternal; only novenent exists: all the rest
i s appearance. Parneni des and Zeno. On the extrene opposite of those two
def enders of novenment, of transformation, and of the inner conflict

whi ch pronotes cha! nge, was Parneni des, who took as the point of
departure for the creation of his philosophy a fundanmentally | ogica
premise: being is and non-being is not. Actually it would be absurd to

t hi nk the opposite and, said Parnenides, absurd thoughts are not real.
There is, therefore, an identity between being and t hinking,
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Xiv relation of art to the spectator sonething that can be diversely
interpreted, or, on the contrary, does it rigorously obey certain | aws
that nake art either a purely contenplative phenonenon or a deeply
political one? Is .one justified in accepting the poet's decl ared
intentions as an accurate description of the course followed in his

wor ks? Let us consider the case of Aristotle, for exanple, for whom
poetry and politics are conpletely different disciplines, which nust be
studi ed separately because they each have their own | aws and serve

di fferent purposes and ains. To arrive at these conclusions, Aristotle
utilizes in his Poetics certain concepts that are scarcely explained in
his other works. Wrds that we know in their current connotation change
their meaning conpletely if they are understood through the N comachaean
Et hics or the Magna Moralia. Aristotle declares the i ndependence of
poetry (lyric, epic, and dramatic) in relation to politics. Wat |
propose to do in this work is to show that, in spite of that, Aristotle
constructs the first, extrenely powerful poetic-political systemfor
intinmdation of the spectator, for elinination of the "bad" or illegal
tendenci es of the audience. This systemis, to this day, fully utilized
not only in conventional theater, but in the TV soap operas and in
Western filns as well: novies, theater, and television united, through a
common basis in Aristotelian poetics, for repression of the people. But,
obviously, the Aristotelian theater is not the only formof theater.
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Art Imtates Nature The first difficulty that we face in order to
understand correctly the workings of tragedy according to Aristotle
stens fromthe very definition which that phil osopher gives of art. What
is art, any art? For him it is an imtation of nature. For us, the word
"imtate" means to nake a nore or |ess perfect copy of an origina

nmodel . Art would, then, be a copy of nature. And "nature" neans the
whol e of created things. Art would, therefore, be a copy of created
things. But this has nothing to do with Aristotle. For him to imtate
(m mesis) has nothing to do with copying an exterior nodel. "M nesis"
nmeans rather a "re-creation.” And nature is not the whole of created
things but rather the creative principle itself. Thus when Aristotle
says that art imtates nature, we nust understand that this statenent,
whi ch can be found in any nodern version of the Poetics, is due to a bad
translation, which in turn stens froman isolated interpretation of that
text. "Art inmtates nature" actually neans: "Art re-creates the creative
principle of created things.” In order to clarify alittle nore the
process and the principle of "re-creation" we nust, even if briefly,
recall some phil osophers who devel oped their theories before Aristotle.
The School of MIletus. Between the years 640 and 548 B.C., in the G eek
city of
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THEATER OF THE OPPRESSED cording to the philosopher. If we accept this
initial premise, we are obliged to derive fromit a nunber of
consequences: 1) Being is one (indivisible), for if it were not so,

bet ween one being and anot her there would be non-being, which in fact
woul d divide them but since we have al ready accepted that non-being is
not, we have to accept that being is one, in spite of the deceptive
appearance that tells us the opposite. 2) Being is eternal, for if it
were not so, after being there would necessarily cone non-bei ng which,
as we have seen, is not. 3) Being is infinite. (Here Parneni des made a
smal | | ogical mstake: after affirmng that being is infinite, he
asserted that it was also spherical; nowif it is spherical it has a
shape, and therefore has a linit, beyond which there necessarily would
come non-being. But these are subtleties which should not concern us
here. Possibly "spherical" is a bad translation, and Parneni des m ght
have neant "infinite," in all directions, or something like that.) 4)
Bei ng i s unchangeabl e, because all transformati on neans that being stops
being what it is in order to begin to be what it is not yet: between one
state and the other there woul d necessarily be nonbeing, and since the
latter is not, there is no possibility (according to this |logic) of
change. 5) Being is notionless: novenent is an illusion, because notion
means that being noves fromthe place where it is to the place where it
is not, this nmeaning that between the two places there would be
non-bei ng, and once nore this would be a logical inmpossibility. From

t hese statenents, Parnenides ends by concluding that since they are in
di sagreenment with our senses, with what we can see and hear, this neans
that there are two perfectly definable worlds: the intelligible,
rational world, and the world of appearances. Mdtion, according to him
is an illusion, because we can denonstrate that it does not actually
exist; the sanme for the nmultiplicity of existing th! ings, wh ich are in
his logic, a single being, infinite, eternal, unchangeable. Like
Heraclitus, Parnenides too, had his radical disciple, named Zeno. The
latter had the habit of telling two stories to prove the inexistence of
notion. Two fanobus stories, which are worth renenbering. The first said
that in a race between Achilles (the greatest Greek runner) and a
turtle, the former could never reach the latter if it were allowed a
small lead at the start. Zeno's reasoning went like this: no matter how
fast Achilles may run, he will first have to cover the distance that
separated himfromthe
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What, then, is the Purpose of Art and Science? If the things thensel ves
tend to perfection, if perfectionis immanent to all things and not
transcendent, what, then, is the purpose of art and science? Nature,
according to Aristotle, tends to perfection, which does not nmean that it
al ways attains it. The body tends to health, but it can becone ill; nen
in the aggregate tend to the perfect State, but wars can occur. Thus
nature has certain ends in view, states of perfection toward which it
tends - but sometines nature fails. Fromthis follows the purpose of art
and science: by "re-creating the creative principle"” of things, they
correct nature where it has failed. Here are sone exanpl es: the body
"would tend" to resist rain, wind, and sun, but it does not in fact do
so since the skin is not sufficiently resistant. Thus we invent the art
of weaving and the manufacture of fabrics to protect the skin. The art
of architecture constructs buildings and bridges, so that men can have
shelter and cross rivers; medical science prepares nedications for
organs that have ceased to function as they should. Politics |ikew se
tends to correct the faults that nmen have, even though they all tend to
the perfect communal life. That is the purpose of art and science: to
correct the faults of nature, by using the suggestions of nature itself.
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THEATER OF THE OPPRESSED nent, since we want to establish only his
concept of logos. For him the real world needed to be conceptualized in
the manner of the geoneters. In nature there is an infinity of forns
which are simlar to a formgenerally designated as a triangle: thus the
concept, the logos, of triangle is established; it is the geonetrica
figure having three sides and three angles. An infinity of real objects
can thus be conceptualized. There exists, too, an infinite nunber of
fornms of objects that resenble the square, the circle, the pol yhedron
therefore, the concepts of polyhedron, sphere, and square are
establ i shed. The sane shoul d be done, Socrates said, with the | ogos of
noral value in order to conceptualize courage, good, |ove, tolerance,
etcetera. Plato uses the Socratic idea of |ogos and goes beyond: 1. The
idea is the intuitive vision we have, and precisely because it is
intuitive, it is "pure": there is not in reality any perfect triangle,
but the idea we have of the triangle (not of this or that triangle, that
we can see in reality, but of the triangle "in general"); that idea is
perfect. People who love, realize the act of |ove, but always
imperfectly; what is perfect is the idea of love. Al ideas are perfect;
all the concrete things of reality are inperfect. 2. ldeas are the
essence of things existing in the world perceptible to the senses; ideas
are indestructible, imobvable, imutable, tineless, and eternal. 3.

Know edge consists in elevating ourselves, through dialectics - that is,
t hrough the debate of ideas posed and counterposed, of ideas and the
negati ons of those sane ideas, which are other ideas - fromthe world of
sensible reality to the world of eternal ideas. This ascent is

know edge.
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Aristotle's Coercive System of Tragedy 11 sovereign art, of course, wll
be the one whose | aws rule over the relations anong nmen in their
totality. That is, Politics. Nothing is alien to Politics, because
nothing is alien alien to the superior art that rules the relations
anong nen. Medicine, war, architecture, etc. - mnor and major arts, al
W t hout exception - are subject to, and nake up, that sovereign art.
Thus we have established that nature tends toward perfection, that the
arts and sciences correct nature in all its faults, and at the sane tine
are interrelated under the domain of a sovereign art which deals with
all men, with all they do, and all that is done for them Politics.
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What does Tragedy Imtate? Tragedy imtates human acts. Human acts, not
nmerely human activities. For Aristotle, nan's soul was conposed of a
rational part and of another, irrational part. The irrational soul could
produce certain activities such as eating, wal king or perform ng any
physi cal nmovenent w thout greater significance than the physical act
itself. Tragedy, on the other hand, imtated solely man's actions,
determ ned by his rational soul. Man's rational soul can be divided
into: (a) faculties (b) passions (c) habits Afaculty is everything man
is able to do, even though he may not do it. Man, even if he does not
love, is able to |love; even if he does not hate, he is able to hate;
even if a coward, he is capable of showi ng courage. Faculty is pure
potentiality and is inmanent to the rational soul. But, even though the
soul has all the faculties, only sone of themattain realization. These
are the passions. A passion is not nerely a "possibility," but a
concrete fact. Love is a passion once it is expressed as such. As |ong
as it is sinply a possibility it will remain a faculty. A passion is an
"enacted" faculty, a faculty that beconmes a concrete act. Not al

passi ons serve as subject matter for tragedy. If a nman, in a given
nmonent, happens to exert a passion, that is not an
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VWhat i s Happi ness? The types of happiness, says Aristotle, are three:
one that derives frommaterial pleasures, another fromglory, and a
third fromvirtue. For the average person, happi ness consists in
possessing material goods and enjoying them Riches, honors, sexual and
gastronom c pleasures, etc. - that is happiness. For the Geek

phi | osopher, human happiness on this level differs very little fromthe
happi ness that animals can al so enjoy. This happi ness, he says, does not
deserve to be studied in tragedy. On a second | evel, happiness is glory.
Here man acts according to his own virtue, but his happiness consists in
the recognition of his actions by others. Happiness is not in the

vi rtuous behavior itself, but in the fact that that behavior is

recogni zed by others. Man, in order to be happy, needs the approval of
others. Finally, the superior |evel of happiness is that of the man who
acts virtuously and asks no nore. Hi s happiness consists in acting in a
vi rtuous nmanner, whether others recognize himor not. This is the

hi ghest degree of happi ness: the virtuous exercise of the rational soul
Now we know that tragedy inmtates the actions of the rational soul -
passions transfornmed into habits - of the nman in search of happiness,
which is to say, virtuous behavior. Very well. But now we need to know
what is nmeant by "virtue."



Page 15

And What is Virtue? Virtue is the behavior nost distant fromthe
possi bl e extrenes of behavior in any given situation. Virtue cannot be
found in the extrenes: both the man who voluntarily refuses to eat and
the glutton harmtheir health. This is not virtuous behavior; to eat
with noderation is. The absence of physical exercise, as well as the too
vi ol ent exercise, ruins the body; noderate physical exercise constitutes
virtuous behavior. The sane is true of the noral virtues. Creon thinks
only of the good of the State, while Antigone thinks only of the good of
the Famly and wishes to bury her dead, traitorous brother. The two
behave in a non-virtuous manner, for their conduct is extrene. Virtue
woul d be found sonmewhere in the mddle ground. The man who gives hinself
to all pleasures is a libertine, but the one who flees fromall

pl easures is an insensitive person. The one who confronts all dangers is
f ool hardy, but he who runs fromall dangers is a coward. Virtue is not
exactly the average, for a soldier's courage is nuch closer to tenerity
than to cowardi ce. Nor does virtue exist in us "naturally"; it is
necessary to learn it. The things of nature lack man's ability to
acquire habits. The rock cannot fall upward nor can fire burn downward.
But we can cultivate habits which will allow us to behave virtuously.
Nature, still according to Aristotle, gives us faculties, and we have
the power to change theminto actions (passions) and habits.
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THEATER OF THE OPPRESSED The one who practices wi sdom becones wi se, he
who practices justice becones just, and the architect acquires his
virtue as an architect by constructing buildings. Habits, not faculties!
Habits, not nerely epheneral passions! Aristotle goes farther and states
that the formation of habits should begin in childhood and that a youth
cannot practice politics because he needs first to learn all the
virtuous habits taught by his elders, the |legislators who instruct the
citizens in virtuous habits. Thus we know now that vice is extrene
behavi or and virtue is behavior characterized neither by excess nor
deficiency. But if any given behavior is to be seen as either vicious or
virtuous, it nust fulfill four indispensable conditions: wllfulness,
freedom know edge, and constancy. These terns call for explanation. But
let us bear in nmind what we already know that for Aristotle tragedy
imtates the actions of man's rational soul (habitual passions) as he
searches for happi ness, which consists in virtuous behavior. Little by
little our definition is becom ng nore conpl ex.
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Necessary Characteristics of Virtue A man can behave in a totally
virtuous manner and, in spite of that, not be considered virtuous; or he
may behave in a vicious manner and not be considered vicious. In order
to be considered virtuous or vicious, hunman acti on nust neet four
conditions. First Condition: WIIful ness. WIIful ness excludes the
accidental. That is, nman acts because he decides to act voluntarily, by
his will and not by accident. One day a nason put a stone on a wall in
such a way that a strong wind blew it down. A pedestrian happened to be
passing by, and the rock fell on him The nman died. His wife sued the
mason, but the latter defended hinmself by saying that he had not
conmtted any crinme since he had not had the intention of killing the
pedestrian. That is, his behavior was not vicious - he nerely had an
accident. But the judge did not accept this defense and found himguilty
based on the fact that there was no willfulness in causing the death,

but there was in placing the stone in a position such that it could fall
and cause a death. In this respect there was willfulness. If nan acts
because he wi shes to, there we find virtue or vice. If his action is not
determined by his will, one can speak neither of vice nor virtue. The
one who does good wit hout being
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THEATER OF THE OPPRESSED aware of it is not for that a good person. Nor
is he bad who causes harminvoluntarily. Second Condition: Freedom
Here, exterior coercion is excluded. |If a nman commts an evil act
because sonmeone forces himw th a gun to his head, one cannot in this
case speak of vice. Virtue is free behavior, w thout any sort of
exterior pressure. In this case, too, a story is told -- this tine of a
woman who, on bei ng abandoned by her |over, decided to kill him and so
she did. Taken to court, she declared in her defense that she had not
acted freely: her irrational passion forced her to commit the crine.
According to her, there was no guilt here, no crine. As before, the
judge disagreed, ruling that passion is an integral part of a person,
part of one's soul. Though there is no freedom when coercion cones from
wi t hout, acts based upon inner inpulse nust be regarded as freely
undertaken. The woman was condemmed. Third Condition: Know edge. It is
t he opposite of ignorance. The person who acts has before himan option
whose terns he: knows. In court a drunken crininal asserted that he had
commtted no crine because he was not conscious of what he was doing
when he killed another man, and was therefore ignorant of his own
actions. Also in this case, the drunk was condemmed. Before he started
drinking he had full know edge that the al cohol was going to lead himto
a state of unconsciousness; therefore he was guilty of letting hinself
fall into a state in which he |ost consci ousness of what he was doi ng.
In relation to this third condition of virtuous behavior, the conduct of
characters such as Othell o and Qedi pus nay seem questionable. Wth
regard to both, we find discussions of the existence or nonexi stence of
know edge (on which their virtue or vice would hinge). To ny way of
t hi nki ng the argunment can be resolved as follows. Qhello does not know
the truth; this is correct. lago lies to himabout the infidelity of
Desdenona, his wife, and Ohello, blind Wi ith jeal ousy, kills her. But
the tragedy of OQthello goes far beyond a sinple nmurder: his tragic flaw
(and soon we wi |l discuss the concept of hamartia, tragic flaw) is not
t hat of having killed Desdenpbna. Nor is this habitual behavior
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The Degrees of Virtue Each art, each science, has its correspondi ng
virtue, because each has its own end, its own good. The virtue of the
horseman is to ride a horse well; the virtue of the ironsmth is to
manuf acture good iron tools. The virtue of the artist is to create a
perfect work of art. That of the physician is to restore the health of
the sick. That of the legislator is to nake perfect laws that will bring
happi ness to the citizens. Wiile it is true that each art and each
science has its ow virtue, it is also true as we have al ready seen
that all the arts and all the sciences are interdependent and that sone
are superior to others, to the extent by which they are nore conpl ex
than others and study or include |arger sectors of human activity. O
all the arts and sciences, the sovereign art and science is Politics,
because nothing is alien to it. Politics has for its field of study the
totality of the relationships of the totality of men. Therefore the
greatest good - the attainment of which would entail the greatest virtue
- is the political good. Tragedy inmitates those actions of man which
have the good as their goal; but it does not imtate actions which have
m nor ends, of secondary inportance. Tragedy inmtates actions that are
directed toward the highest goal, the political good. And what is the
political good? There is no doubt: the highest good is the politica
one, and the political good is justice!
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What is justice? In the Ni conachaean Ethics, Aristotle proposes to us
(and we accept) the principle that the just is that which is equal, and
the unjust that which is unequal. In any division, the people that are
equal should receive equal parts and those who (by any criterion) are
unequal shoul d receive unequal parts. Up to here we are in agreenent.
But we must define the criteria of inequality, because no one wll want
to be unequal in an inferior sense while all will want to be unequal in
a superior one. Aristotle hinmself was opposed to the talion |law (an eye
for an eye, a tooth for a tooth) because, he said, if the people were
not equal, their eyes and teeth would not be equal either. Thus one
woul d have to ask: whose eye for whose eye? If it was a nmaster's eye for
a slave's eye, it did not seens right to Aristotle, because for him

t hose eyes were not equal in value. If it was a man's tooth for a
worman's tooth, neither did Aristotle find here an equival ent value. Then
our philosopher utilizes an apparently honest argunent to deternine
criteria of equality to which no one can object. He asks, should we
begin with ideal, abstract principles and descend to reality or, on the
contrary, should we |ook at concrete reality and fromthere ascend
toward the principles? Far fromany romantici sm he answers: obviously
we should start with concrete reality. W nust examine enpirically the
real, existing inequalities and upon them base our criteria of

i nequal ity.
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20 THEATER OF THE OPPRESSED manner. Wen the tragic flaw of the
character consists precisely in his incoherence, that character nust be
i ntroduced as coherently incoherent. Once nore, neither accident nor
chance characterize vice and virtue. Thus those whomtragedy imtates
are the virtuous nen who, upon acting, show w || ful ness, freedom

know edge, and constancy. These are the four conditions necessary for
the exercise of virtue, which is man's way to happi ness. But is virtue
one, or are there different degrees of virtue'?
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THEATER OF THE OPPRESSED t uous behavior, renpte fromthe extrenes,
whose suprene good is justice and whose maxi mum expression is the
Constitution. In the final analysis, happiness consists in obeying the
laws. This is Aristotle's nessage, clearly spelled out. For those who
make the laws, all is well. But what about those who do not nake thenf
Under st andably, they rebel, not wishing to accept the criteria of
i nequal ity provided by present reality, since they are criteria subject
to nodification, as is reality itself. In those cases, says the
phi |l osopher, sometines war is necessary.
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In What Sense can Theater Function as an Instrunent for Purification and
Intimdation? W have seen that the population of a city is not
uniformy content. If there is inequality, no one wants it to be to his
di sadvantage. It is necessary to nmake sure that all remain, if not
uniformy satisfied, at least uniformy passive with respect to those
criteria of inequality. How to achieve this? Through the many fornms of
repression: politics, bureaucracy, habits, custons - and G eek tragedy.
This statement may seem sonewhat daring, but it is nothing nore than the
truth. OF course, the system presented by Aristotle in his Poetics, the
functional system of tragedy (and into account. But it is inportant to
consi der especially this fundanmental aspect: its repressive function.
And why is the repressive function the fundanental aspect of the G eek
tragedy and of the Aristotelian system of tragedy? Sinply because,
according to Aristotle, the principle aimof tragedy is to provoke

cat harsi s.
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directed against the laws. If we go back a little, we will be able to
understand better the workings of tragedy. Qur |ast definition was:
"Tragedy inmtates the actions of man's rational soul, his passions
turned into habits, in his search for happi ness, which consists in
virtuous behavior . . . whose suprene good is justice and whose maxi mum
expression is the Constitution.” W have al so seen that nature tends
toward certain ends, and when nature fails, art and science intervene to
correct it. We can conclude, therefore, that when man fails in his
actions - in his virtuous behavior as he searches for happi ness through
the maxi mum virtue, which is obedience to the laws - the art of tragedy
intervenes to correct that failure. How? Through purification,
catharsi s, through purgation of the extraneous, undesirable el enent

whi ch prevents the character fromachieving his ends. This extraneous
element is contrary to the law, it is a social fault, a politica
dericiency. We are finally ready to understand how the tragi c schene
works. But first, a short glossary may serve to sinplify certain words
whi ch represent the elenents we are going to assenble in order to
clarify the coercive system of tragedy.
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It is to be desired that our works should be as solid and as full of
useful instructions as the ones of those poets .4
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THEATER OF THE OPPRESSED As we see, Raci ne enphasi zes the doctrinal
noral aspect of tragedy; and this is fine, but there is one correction
to be made: Aristotle did not advise the tragic poet to portray vicious
characters. The tragic hero should suffer a radical change in the course
of his life - from happiness to adversity - but this should happen not
as a consequence of vice, but rather as a result of sone error or
weakness (see Chapter 13 of the Poetics). Soon we shall exam ne the
nature of this hamartia. It is necessary to understand al so that the
presentation of the error of weakness was not designed to nmake the
spectator, in his imediate perception of it, feel repugnance or hatred.
On the contrary, Aristotle suggested that the mi stake or weakness be
treated with sonme understandi ng. Al nbost always the state of "fortune" in
which the hero is found at the beginning of the tragedy is due precisely
to this fault and not to his virtues. CQCedipus is King of Thebes because
of a weakness in his character, that is, his pride. And indeed the
ef ficacy of a dramatic process would be greatly dininished if the fault
were presented fromthe begi nning as despicable, the error as
abom nable. It is necessary, on the contrary, to show them as acceptabl e
in order to destroy themlater through the theatrical, poetic processes.
Bad pl aywights in every epoch fail to understand the enornous efficacy
of the transformati ons that take place before the spectators' eyes.
Theater is change and not sinple presentation of what exists: it is
becom ng and not being. Jacob Bernays. In 1857, Bernays proposed an
intriguing theory: the word "catharsis" would be a nedical netaphor, a
purgati on which denotes the pathol ogi cal effect on the soul, anal ogous
to the effect of nedicine on the body. Basing his argunent on the
definition of tragedy given by Aristotle ("imtation of human actions
that excite pity or fear"), Bernays concludes that sinply because these
enotions are found in the hearts of all! nmen, th e act of exciting
offers, afterward, a pleasant relaxation. This hypothesis seens to find
confirmation in Aristotle hinmself', who declares that "pity is
occasi oned by undeserved m sfortune, and fear by that of one |ike
ourselves. . ." (Chapter 13). (W will soon exam ne the neaning of the
word "enpathy,"” which is based on those two enotions.)
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Aristotle's Coercive System of Tragedy 27 nore than cooks of theatrical
menus. They study the typical reactions of certain chosen audi ences and
fromthere extract conclusions and rules regardi ng how the perfect work
should be witten (equating perfection to box office success).
Aristotle, on the contrary, wote this is what the first tragic poets
had in mnd, nore than anything else. Their theater was a school where
the virtues were taught fully as well as in the philosopher's schools.
For this reason Aristotle wanted to provide rules for the dramatic poem
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said by Aristotle to be of power, by raising pity and fear, or terror,
to purge the mnd of those and such-1like passions; that is to tenper or
reduce themto just nmeasure with a kind of delight stirred up by reading
or seeing those passions well imtated.” Up to here, MIton adds very
little to what has already been said; but sonmething better follows: "

i n physick nedicine, things of nelancholick hue and quality are used
agai nst nel anchol y, sour against sour, salt to renove salt hunours.' 17
In effect, it is a kind of honmeopathy - certain enotions or passions
curing anal ogous, but not identical, enptions or passions.
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Aristotle's Coercive System of Tragedy 31 Besides his study of the views
of MIton, Bermays and Racine, Butcher goes to Aristotle's own Politics
to find the explanation of the word catharsis which is not to be found
in the Poetics. Catharsis is utilized there to denote the effect caused
by a certain kind of nusic on patients possessed by a given type of
religious fervor. The treatnment "consisted in applying novenent to cure
nmovenent, in soothing the internal trouble of the mind by a wild and
restless nmusic." According to Aristotle, the patients subjected to that
treatnent returned to their normal state, as if they had undergone a
medi cal or purgative treatnent - that is, cathartic.8 In this exanple we
verify that through "honeopat hic" neans (savage nusic to cure savage
interior rhythns), the religious fervor was cured by nmeans of an

anal ogous exterior effect. The cure was brought about through the
stimulus. As in the tragedy, the character's fault is initially
presented as cause of his happiness - the fault is stinulated. Butcher
adds that, according to Hippocrates, catharsis nmeant renoval of a

pai nful or disturbing elenent in the organism purifying in this way
what remains, free finally of the elimnated extraneous matter. Butcher
concl udes that applying the same definition to tragedy, one will arrive
at the conclusion that "pity and fear" in real life contain a norbid or
di sturbing elenent. During the process of tragic excitation this

el enment, whatever it may be, is elimnated. "As the tragic action
progresses, when the tunult of the mnd, first roused, has afterward
subsi ded, the lower forns of enotion are found to have been transnuted
into higher and nore refined forms."9 This reasoning is correct and we
can accept it totally, except for its insistent attribution of
inmpurities to the enotions of pity and fear. The inpurity exists, no
doubt, and it is in fact the object of purgation in the character's
mnd, or as Aristotle would say, in his very soul. But Aristo! tle does
not speak of the existence of pure or inpure pity, pure or inpure fear.
The inpurity is necessarily distinct fromthe enotions which will remain
once the spectacle of the tragedy is ended. That extraneous matter - the
elimnated inpurity - can only be an enption or passion other than the
ones that remain. Pity and fear have never been vices or weaknesses or
errors and, therefore, never needed to be elimnated or purged. On the
other hand, in the Ethics, Aristotle points
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THEATER OF THE OPPRESSED to nunerous vices, errors, and weaknesses
whi ch do i ndeed deserve to be destroyed. The inpurity to be purged nust
undoubt edly be found anong the latter. It nust be something that
threatens the individual's equilibrium and consequently that of
society. Sonmething that is not virtue, that is not the greatest virtue,
justice. And since all that is unjust is forseen in the |aws, the
impurity which the tragic process is destined to destroy is therefore
somet hing directed against the laws. If we go back a little, we will be
able to understand better the workings of tragedy. Qur last definition
was: "Tragedy imtates the actions of man's rational soul, his passions
turned into habits, in his search for happiness, which consists in
virtuous behavior . . . whose suprenme good is justice and whose nmaxi mum
expression is the Constitution.” W have al so seen that nature tends
toward certain ends, and when nature fails, art and science intervene to
correct it. We can conclude, therefore, that when nman fails in his
actions - in his virtuous behavior as he searches for happi ness through
the maxi mum virtue, which is obedience to the laws - the art of tragedy
intervenes to correct that failure. How? Through purification
catharsis, through purgation of the extraneous, undesirable el enent
whi ch prevents the character from achi eving his ends. This extraneous
elenment is contrary to the law, it is a social fault, a politica
dericiency. W are finally ready to understand how the tragic schene
works. But first, a short glossary nay serve to sinplify certain words
whi ch represent the elenents we are going to assenble in order to
clarify the coercive system of tragedy.
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Aristotle's Coercive System of Tragedy 35 pure enpathy. Enpathy nakes us
feel as if we ourselves are experiencing what is actually happening to
others. Enpathy is an enotional relationship between character and
spectator. A relationship which, as Aristotle suggests, can be basically
one of pity and fear, but which can include other enptions as well:

| ove, tenderness, desire (in the case of many novie stars and their fan
clubs), etc. Enpathy takes place especially in relation to what the
character does - that is, his ethos. But there is |ikew se an enpathic
rel ati onship dianoia (the character's) - reason (the spectator's), which
corresponds to ethos-enotion. The ethos stinulates enotion; the dianoia
stinmul ates reason. Cearly, the fundanental enpathic enotions of pity
and fear are evoked on the basis of an ethos which reveals good traits
(hence pity for the character's destruction) and one bad trait, hanmartia
(hence fear, because we al so possess it). Now we are ready to return to
the functioning of the tragic schene.
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How Aristotle's Coercive System of Tragedy Functions The spectacle
begins. The tragic hero appears. The public establishes a kind of
enpathy with him The action starts. Surprisingly, the hero shows a flaw
in his behavior, a hamartia; and even nore surprising, one |earns that
it is by virtue of this sane hanartia that the hero has cone to his
present state of happi ness. Through enpathy, the sane hanmartia that the
spectator may possess is stinulated, devel oped, activated. Suddenly,
somet hi ng happens that changes everything. (Oedipus, for exanple, is
informed by Teiresias that the nurderer he seeks is Cedipus hinself.)
The character, who because of a hamartia had clinbed so high, runs the
risk of falling fromthose heights. This is what the Poetics classifies
as peripeteia, a radical change in the character's destiny. The
spectator, who up to then had his own hamartia stinulated, stari:s to
feel a growing fear. The character is now on the way to m sfortune.
Creon is inforned of the death of his son and his wi fe; Hi ppolytus
cannot convince his father of his innocence, and the latter inpells his
son, unintentionally, to death. Peripeteia is inportant because it

| engt hens the road from happi ness to misfortune. The taller the palm

tree, the greater the fall, says a popular Brazilian song. That way
creates nore inpact. The peripeteia suffered by the character is
reproduced in the spectator as well. But it could happen that the

spectator would
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Aristotle's Coercive System of Tragedy 37 follow the character
enpathically until the nonent of the peripeteia and then detach hinself
at that point. In order to avoid that, the tragic character nust also
pass through what Aristotle calls anagnorisis - that is, through the
recognition of his flaw as such and, by neans of reasoning, the

expl anation of it. The hero accepts his error, hoping that,

enpat hically, the spectator will also accept as bad his own hamarti a.

But the spectator has the great advantage of having erred only

vi cariously: he does not really pay for it. Finally, so that the
spectator will keep in mnd the terrible consequences of commtting the
error not just vicariously but in actuality, Aristotle demands that
tragedy have a terrible end, which he calls catastrophe. The happy end
is not permitted, though the character's physical destruction is not
absolutely required. Some die; others see their |oved ones die. In any
case, the catastrophe is always such that not to die is worse than
death. Those three interdependent el enents (peripeteia, anagnorisis,
catastrophe) have the ultimte goal of provoking catharsis in the
spectator (as much or nore than in the character); that is, their
purpose is to produce a purgation of the hamartia, passing through three
clearly defined stages: First Stage: Stimulation of the hamartia; the
character follows an ascendi ng path toward happi ness, acconpani ed
enpathically by the spectator. Then conmes a nonent of reversal: the
character, with the spectator, starts to nove from happi ness toward

m sfortune; fall of the hero. Second Stage: The character recogni zes his
error - anagnorisis. Through the enpathic rel ationshi p dianoi a-reason,

t he spectator recognizes his own error, his own hamartia, his own
anticonstitutional flaw. Third Stage: Catastrophe; the character suffers
t he consequences of his error, in a violent form with his own death or
with the death of |oved ones. Catharsis: The spectator, terrified by the
spectacle o! f the ca tastrophe, is purified of his hamarti a.
Aristotle's coercive systemcan be shown graphically:
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Aristotle's Coercive System of Tragedy 39 The words "Amicus Plato, sed
magi s amcus veritas" ("I amPlato's friend, but | amnore of a friend
of truth!") are attributed to Aristotle. In this we agree entirely with
Aristotle: we are his friends, but we are nuch better friends of truth.
He tells us that poetry, tragedy, theater have nothing to do with
politics. But reality tells us sonething else. His own Poetics tells us
it is not so. W have to be better friends of reality: all of man's
activities - including, of course, all the arts, especially theater -
are political. And theater is the nost perfect artistic form of
coer ci on.
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Different Types of Conflict: Hamartia and Social Ethos As we have seen,
Aristotle's coercive; systemof tragedy requires: a) the creation of a
conflict between the character's ethos and the ethos of the society in
which he lives; sonething is not right! b) the establishnment of a
relationship called enpathy, which consists in allowi ng the spectator to
be guided by the character through his experiences; the
spectator-feeling as if he hinself is acting - enjoys the pleasures and
suffers the nmisfortunes of the character, to the extrene of thinking his
t houghts. c) that the spectator experience. three changes of a rigorous
nat ure: peripeteia, anagnorisis, and catharsis; he suffers a blowwth
regard to his fate (the action of the play), recognizes the error
vicariously commtted and is purified of the antisocial characteristic
which he sees in hinself. This is the essence of the coercive system of
tragedy. In the Geek theater the systemfunctions as it is shown in our
diagram but in its essence, the system survived and has continued to be
utilized down to our own tine, with various nodifications introduced by
new soci eties. Let us analyze some of these nodifications. First Type:
Hamartia Versus the Perfect Social Ethos (classical type). This is the
nost cl assical case studied by Aristotle. Consider
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Aristotle's Coercive System of Tragedy 41 again the exanple of Cedi pus.
The perfect social ethos is presented through the Chorus or through
Teiresias in his long speech. The collision is head-on. Even after
Teiresias has declared that the crimnal is Qedipus hinself, the latter
does not accept it and continues the investigation on his own. Cedipus -
the perfect nan, the obedient son, the | oving husband, the nodel father,
the statesman w thout equal, intelligent, handsome, and sensitive - has
neverthel ess a tragic flaw his pride! Through it he clinbs to the peak
of his glory, and through it he is destroyed. The bal ance is
re-established with the catastrophe, with the terrifying vision of the
pr ot agoni st's hanged not her-wi fe and his eyes torn out. Second Type:
Hamartia Versus Hamartia Versus the Perfect Social Ethos. The tragedy
presents two characters who neet, two tragic heroes, each one with his
flaw, who destroy each other before an ethically perfect society. This
is the typical case of Antigoneand Creon, both very fine persons in
every way with the exception of their respective flaws. In these cases,
t he spectator must necessarily enpathize with both characters, not only
one, since the tragic process nust purify himof two hamartias. A
spectator who enpat hi zes only with Antigone can be led to think that
Creon possesses the truth, and vice versa. The spectator nust purify

hi nsel f of the "excess," whatever direction it takes - whether excess of
| ove of the State to the detrinment of the Family, or excess of |ove of
the Famly to the detrinment of the good of the State. Oten, when the
anagnorisis of the character is perhaps not enough to convince the
spectator, the tragic author utilizes the direct reasoning of the
Chorus, possessor of commpn sense, noderation, and other qualities. In
this case al so the catastrophe is necessary in order to produce, through
fear, the catharsis, the purification of evil. Third Type: Negative
Hamartia Versus the Perfect Social Ethos. ! This typ e is conpletely
different fromthe two presented before. Here the ethos of the character
is presented in a negative form that is, he has all the faults and only
a single virtue, and not as was taught by Aristotle, all the virtues and
only one fault, flaw,
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fromthe point of view of Pablo, it is a conventional, classical
Aristotelian scheme. Everything in Pablo was virtue, with the exception
of his tragic flaw - doubting God. For himthere is indeed a

cat astrophe! Fourth Type: Negative Hamartia Versus Negative Soci al

Et hos. The word "negative" is enployed here in the sense of referring to
a nodel that is the exact opposite of the original positive nodel

-wi thout reference to any noral quality. As, for instance, in regarding
the rottenness of Denmark, it is unnecessary to add anything to the
words of the prince hinself. On the other hand, the people either remain
in the background or are easily fool ed and passively accept the change

of masters (Machiavelli: "The people easily accept the change of nasters
because they believe, in vain, that their lot is thereby going to
i nprove.") The people are manipulated by the will of the "virtuous" mnen.

Renmenber the scene in which Brutus and | ater Marcus Antonius inflane the
peopl e, swaying themfirst one way and then another. The people are a
shapel ess and nmal | eabl e mass. Were were the people when Richard and
Macbeth were conmitting their crinmes, or when Lear divided his kingdonf
These are questions which do not interest Shakespeare. The bourgeoi sie
asserted one type of exceptional condition as opposed to another: the
extraordinary individual in contrast to those privileged by estate.
While its principal opposition was to the feudal nobility, the
bourgeoisie directed its energies toward the exaltation of individua

man - the same man who was later submtted to severe reduction, by that
sane bourgeoi sie, when its principal opponent came to be the
proletariat. But it waited for the right nonent to take on this new
opponent and only started to performthis role when it definitively
assumed political power; when, as Marx said, the words of the slogan

Li bert Egalit Fraternit were repl aced by others which transl ated better
their true nmeaning: Infantry, Cavalry, Artillery! Only then di! d the bo
urgeoi sie begin to reduce the man it had exal ted.
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THEATER OF THE OPPRESSED titution, and Marguerite Gauthier is the best
prostitute - individual vice is defended and accepted by the vicious
society. Her profession is perfectly acceptable, her house frequented by
society's nost respected nen (considering that it is a society whose
princi pal value is noney, her house is frequented by financiers)
Marguerite's life is full of happiness! But, poor girl, all her faults
are accepted, though not her only virtue. Marguerite falls in |ove.

I ndeed, she truly | oves soneone. Ah, no, not that. Society cannot permt
it; it is atragic flaw and nust be punished. Here, fromthe ethica
point of view, a sort of triangle is established. Up to now we have
anal yzed conflicts in which the "social ethics" was the same for the
characters as for the spectators; now a dichotony is presented: the

aut hor wi shes to show a social ethics accepted by the society portrayed
on stage, but he hinself, the author, does not share that ethics, and
proposes another. The universe of the work is one, and our universe, or
at | east our nonmentary position during the spectacle, is another.

Al exander Dumas (Durmas fils) says in effect: here you see what this
society is like, and it is bad, but we are not like that, or we are not
like that in our innernost being. Thus, Marguerite has all ..ERR
CaD: 3. .
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CGeneral Notes A The distinctive qualities of the character are rel ated
to the denouenent. A totally good character who cones to a happy end
inspires neither pity nor terror, nor does he create a dynanics: the
spect at or observes himacting out his destiny, but there is an absence
of dranma. Likewi se, a totally bad character who ends up in catastrophe
does not inspire pity, which is a necessary part of the nechani sm of
enpathy. A totally good character who ends in catastrophe is not a node
either and, on the contrary, violates the sense ..ERR, COD:1.. A
variation of the "anachronistic ethos" is that of the "diachronic
ethos": the character lives in a noral world made up of val ues which
soci ety honors in word but not in deed. In JosfromBirth to Grave, the
character, Jos.." 9. ##page_start ##48##page_end## ##st art ##observes him
acting out his destiny, but there is an absence of drana. Likew se, a
totally bad character who ends up in catastrophe does not inspire pity,
which is a necessary part of the mechani smof enpathy. A totally good
charact er
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but never during it! In fact, only nore or |ess stable societies,
ethically defined, can offer a scale of values which would nmake it
possible for the systemto function. During a "cultural revolution," in
which all values are being forned or questioned, the system cannot be
applied. That is to say that the system insofar as it structures
certain el enents which produce a determ ned effect, can be utilized by
any society as long as it possesses a definite social ethos; for it to
function, technically whether the society is feudal, capitalist, or
soci ali st does not matter: what matters is that it have a universe of
definite, accepted values. On the other hand, an understandi ng of how
the system
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the bad guy than with the good one! The "Wsterns," like children's
ganmes, serve the Aristotelian purpose of purging all the spectator's
aggressi ve tendencies. This system functions to dimnish, placate,
satisfy, elimnate all that can break the balance - all, including the
revolutionary, transforming i npetus. Let there be no doubt: Aristotle
forrmul ated a very powerful purgative system the objective of which is
to elimnate all that is not commonly accepted, including the
revolution, before it takes place. Hi s system appears in disguised form
on television, in the novies, in the circus, in the theaters. It appears
in many and varied shapes and nmedia. But its essence does not change: it
is designed to bridle the individual, to adjust himto what pre-exists.
If this is what we want, the Aristotelian system serves the purpose
better than any other; if, on the contrary, we want to stinulate the
spectator to transformhis society, to engage in revolutionary action
in that case we will have to seek another poetics!
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totally good character who ends in catastrophe is not a nodel either
and, on the contrary, violates the sense of justice. This is the case of
Don Qui xote, who fromthe point of view of the ethics of Knighthood is
totally good and neverthel ess suffers a catastrophe which functions
"exenplarily."” It can be said that he is totally good, but that he
adheres to an anachronistic noral code, which is in itself a tragic
flaw. That is his hamartia. A totally bad character who ends happily
woul d be entirely contrary to the purposes of Greek tragedy and woul d
stimulate evil instead of good. Thus we have to conclude that the only
possibilities are: 1) character with a flaw, ending in catastrophe; 2)
character with a virtue, conming to a happy end; 3) character with a
virtue, but insufficient, ending in catastrophe.
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Aristotle's Coercive Systemof Tragedy 49 B. For Plato, reality is as if
a man were inprisoned in a cell with a single, high window. the man
woul d only be able to distinguish shadows of true reality. For this
reason Plato argued against artists; they would be |ike prisoners who in
their cells would paint the shadows which they m stake for reality -
copi es of copies, double corruption! C. The anagnorisis is a fundanenta
and very inportant elenent of the system It can be the recognition made
by the character hinself, and thus enpathically this recognition is
transferred to the spectator. But in any case, the recognition is made
by the character with whom an enpathic relationship exists. It is risky
not to produce anagnorisis, or to do it poorly or insufficiently. One
nmust renmenber that the spectator initially has his own flaw stinul ated,
and failure to understand the fact that it is a flawwll increase its
destructive power. It can al so happen that the spectator wll
enpathically follow the character until the peripeteia begins and wl|
abandon himfromthat nonment on. There is the danger and there the
system can work in reverse! Likew se, the non-destruction of the
hamartia (happy end) can stimulate the spectator: if the character did
the harm he did and not hi ng happened to him then "nothing will happen
to ne either." This frees the spectator and stinmulates himto do evil.

D. "Becom ng and not being": Fundanental to the thought of Aristotle was
beconi ng, not being. For him "to becone" neant not accidental
appearance and di sappearance, but instead the devel opnment of what
already exists in a germnal state. The individual, concrete thing, is
not an appearance but a proper, enbryonic, existing reality. E. For
Aristotle, esthetic pleasure is given by the union of matter with a form
which in the real world is foreign to it. This union of matter with a
(foreign) form produces the esthetic pleasure. For exanple, to express
joy not as inreal life, but by means of a fl! ute. That is how
esthetic pleasure arises. Aristotle also insists that "the fine arts
imtate nen in action." The concept is anple and includes all that makes
up the internal and essential activity, all the nental and spiritua
life, or that reveals the personality. The external world can also be

i ncluded but only in the nmeasure to which it serves to express the

i nternal action. Can one achi eve happiness in |life? For Aristotle, yes,
si nce
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conpetitive, organized, coherent, and coercive world. That is how they
educate us. By osnosis! Notes for Chapter 3 'G W F. Hegel, The

Phi | osophy of Fine Art, trans. F. P. B. Gsmaston, 4 vols. (London: G
Bell and Sons, Ltd., 1920), 1:102-10. 2Hegel, 4:100. 'Hegel, 4:102.
4Hegel , 4:103. 'Hegel, 4:103-04. 6Hegel, 4:249. 'Hegel, 4:251. 8Hegel

4: 259-60. 9See Bertolt Brecht, Brecht on Theatre, ed. and trans. John
Willett (New York: Hill and Wang, 1964), espec. p. 37. ' Brecht on
Theatre, pp. 274-75. "Bertolt Brecht, Poens on the Theatre, trans. John
Berger and Anna Bostock (Lowestoft, Suffolk: Scorpion Press, 1961), pp.
6-7. 12 Brecht on Theatre, p. 274. Italics added. "Brecht on Theatre, p.
107.
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This essay was witten in 1962 as an introduction to the performance of
Mandr agol a, a conedy by Machi avel li, produced by the Arena Theater of
Saulo in 1962-63 under ny direction. In preparing this book |I first

t hought of omitting the third part of this essay, which deals
specifically with the play and its characters. It occurred to ne,
however, that the om ssion would result in a loss of continuity in the
di scussion. | also wanted to add sone new sections, especially one on

t he " Met anor phoses of the Devil, " but | feared that dwelling too |ong
on sone aspects of the general outline mght work to the detrinment of
the whole. | nust nake clear that this essay does not intend to study
exhaustively the profound transformations undergone by the theater under
bourgeois direction. It attenpts only to nmake an outline of those
transformati ons. Every outline suffers frominadequacy, a danger of

whi ch | have been fully aware both before and after undertaking the

t ask.
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The Feudal Abstraction According to Aristotle, as well as Hegel or Marx,
art, in any of its nodes, genres, or styles, always constitutes a
sensorial way of transmitting certain kinds of know edge - subjective or
obj ective, individual or social, particular or general, abstract or
concrete, super- or infrastructural. That know edge, adds Marx, is
reveal ed according to the perspective of the artist or of the social
sector in which he is rooted, or which sponsors him pays him or
consunes his work - especially that sector of society which holds the
econom ¢ power, controlling with it all the other powers and
establishing the directives of all creativity, be it artistic,
scientific, philosophical, or any other. This sector is evidently
interested in the transnission of that knowl edge which helps it to

mai ntain its power, if it already possesses it in an absolute form or
if not, helps it to conquer that power. This does not, however, prevent
ot her sectors or classes fromfostering also their own art, which
transl ates the know edge necessary to them and in doing so are guided
by their own perspective. But the donminant art will always be that of
the dominant class, since it is the only class that possesses the neans
to dissenminate it. The theater, in particular, is determ ned by society
much nore stringently than the other arts, because of its inmediate
contact with the public, and its greater power to convince. That

determ nation extends to the exterior presentation of the
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THEATER OF THE OPPRESSED spectacle as well as the content itself of the
i deas of the witten text. Regarding the exterior qualities, it is
enough to bring to mnd the great differences between the fornal
techni ques of, for exanple, Shakespeare and Sheridan: the violence of
the first and the gentl eness of the second - the duels, the nutinies,
the witchcraft and ghosts, on one hand, and, on the other, the petty
intrigues, the innuendo, the structural conplexity of the little plots.
Faced with the violent, tunultuous Elizabet han audi ence, Sheridan woul d
be ineffective, just as Shakespeare woul d be consi dered bl oody and
gross, a savage torturer of characters, by the spectators of Drury Lane
in the second half of the eighteenth century. As for the content, the
exanpl es that nmight be cited are | ess obvious, though the soci al
i nfluence can be verified w thout undue effort, as nuch on the
bill boards of Sdo Paulo's theaters today as in Greek drama. I n his book
The Social Hi story of Art, while analyzing the social function of G eek
tragedy, Arnold Hauser wites that "the externals of its presentation to
the masses were denocratic, but its content, the heroic sagas with their

tragi-heroic outlook on life, was aristocratic.... It unquestionably
propagates the standards of the great-hearted individual, the uncommon
di stinguished nman [i.e., the aristocrat]. . . ." Hauser points out, too,

that Athens was an "inperialistic denocracy," whose nunerous wars
brought benefits only for the domi nant sectors of society and whose only
progress was that of gradually substituting an aristocracy of noney for
an aristocracy of blood. The State and the wealthy financed the
production of tragedies and, therefore, would not pernit the performance
of plays whose content would run counter to State policy or to the
interests of the governing classes.' In the Mddle Ages the control of
theatrical production, exercised by the clergy and nobility, was even
nore effective, and the relations between feu! dalisma nd nedieval art
can easily be shown through the establishnment of an ideal type of art -
whi ch, of course, need not explain all the particular cases, though nany
ti mes perfect exanples may be found. The near self-sufficiency of each
feudal nmanor, the social systemof rigidly stratified estates, the

i nsignificance - the
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must produce an art which, as Hauser shows, places no value on what is
new, but rather attenpts to preserve the old, the traditional. The

M ddl e Ages | acked the idea of conpetition, which only appears | ater
with individualismz The ainms of feudal art were the sane as those of
the clergy and nobility: to immobilize society by perpetuating the

exi sting system Its principal characteristic was depersonalization

dei ndi vi dual i zati on, abstraction. The function of art was authoritarian,
coercive, inculcating in the people a solemm attitude of religious
respect for the status quo. It presented a static, stereotyped world, in
whi ch the generic and honogeneous prevail ed. Transcendent val ues were of
prime inportance, while individual, concrete phenonmena had no intrinsic
val ue, serving only as synbols or signs.3 The Church itself sinply
tolerated and later utilized art as a nmere vehicle for its ideas,
dogmas, precepts, commandnents, and deci sions. The artistic nmeans
represented a concession nade by the clergy to the ignorant masses,

i ncapabl e of reading and foll owi ng abstract reasoni ng, and who could be
reached only through the senses. Striving to establish a firm bond
between the feudal lords and Divinity, art stressed the identification
of nobl emen with sacred figures. For exanple: the presentation of
figures of nobl enmen and saints, especially in Romanesque art, was
frontal, and they could never be painted working but only in idleness,
characteristic of the powerful lord. Jesus was depicted as if he were a
nobl eman, and the noblenman as if he were Jesus. Unfortunately, Jesus was
crucified and died after intense physical suffering; and here the
identification no longer interested the nobility. Even in scenes of the
nost intense suffering, therefore, Jesus, Saint Sebastian, and other
martyrs showed no sign of pain in their faces; on the contrary, they
contenpl ated heaven with a strange bliss. The pictures ! in which Jesus
appears crucified give the inpression that he is barely |eaning on a
smal | pedestal and fromthere contenpl ates the happi ness caused by the
prospect of soon returning to the tender conpany of his Celestial
Father. It is not by chance that the principal theme of Ronmanesque

pai nting was the Last Judgenent. This theme is indeed the npost apt to
intinmdate poor nortals, showing themterrible
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their choice. It serves, besides, to remnd the faithful that their
earthly sufferings are nmerely a substantial accunul ati on of good deeds
which will be credited to themin the | edger of Saint Peter, who cl oses
t he i ndividual account of each one of us, at the nonent of our death,
and checks our credits and debits. This account book is a Renai ssance
i nvention which even today works mracles, bringing happiness to those
sufferers who have enough faith in Paradi se. Like painting, the theater
al so tended toward the abstract in formand toward indoctrination in
content. It is often said that the nmedi eval theater was
non-Aristotelian. We believe that this statement is based on the |east
i mportant aspect of the Poetics, that is, on the unfortunately fanous
| aw of the three unities. This law has no validity as such, and not even
the Greek tragedi ans obeyed the law rigorously. It is no nore than a
si npl e suggestion, given in an al nost casual and inconplete form
Aristotle's Poetics is, above all, a perfect device for the exenplary
social functioning of the theater. It is an efficient tool for the
correction of nen capabl e of nodifying society. The Poetics nust be
dealt with in the light of this social aspect, for here alone lies its
fundanental inportance. In tragedy, what was inportant for Aristotle was
its cathartic function, its function as a "purifier" of the citizen. Al
his theories conmbine to forman harnoni c whol e which denonstrates the
correct manner of purging the audience of all ideas or tendencies
capabl e of nodifying society. In this sense, the nedi eval theater was
Aristotelian, though it did not utilize the same fornmal resources
suggested by the Greek theoretician. The typically feudal characters
were not human beings, but rather abstractions of noral, religious
val ues; they did not exist in the real, concrete world. The nost typica

were called Lust, Sin, Virtue, Angel, Devil, etc. They were! not cha
racter-subjects of the dramatic action, but sinply objects acting as
spokesnen for the values they synbolized. The Devil, for exanple, had no

free initiative; he nerely fulfilled his task of tenpting nankind,
nmout hi ng the phrases that that abstraction would necessarily use on such
occasi ons. Likew se, the Angel, Lust, and all the other characters who
synbol i zed good and evil, right and wong, the just and unjust,

obvi ously acted according to the perspective of the nobility and the
clergy who patroni zed that art. The feudal
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a good vassal, was always ready to obey the orders received from Heaven
The play narrates his fulfillment of duty, and then the intervention a

|l a Hitchcock of an angel who appears on stage at the exact nonent in

whi ch Abrahamis bringing the sword down upon the tender, innocent neck
of his son, as his sacred duty requires. The angel rejoices with father
and son, praising the servile behavior of both and revealing the great
reward they will receive for having obeyed so blindly the will of God,

t he Suprenme Sovereign; as a reward, God offers Abrahamthe key to the
door of his enemes. One may suppose that the enemies were not such good
vassal s as Abraham Anong the plays of sin, one outstandi ng exanpl e,
also a rather late work, was witten by an anonynous English author:
Everyman. It tells the story of Everyman at the tine of his death and

i ndi cates the correct procedure for gaining absolution at that critica
time, no matter how great the sins one nay have conmitted. Absolution is
won by repenting, doing an arduous penance, and, of course, by the

provi denti al appearance of an angel bearing the pardon and the noral of
the story. Although lately angels have not often been seen here on
earth, this play continues to be perfornmed with considerable success and
still evokes certain fears. It is not so strange, after all, that the
two exanples cited - perhaps the nost typical of feudal dramaturgy -
were witten when the bourgeoisie was already rather well devel oped and
strong: the content becones clear as social contradictions becone
sharper. Nor is it strange that the npost typically bourgeois theater is
being witten today - when the bourgeoi sie has reached the begi nni ng of
its end. Plays that are too narrowy directed toward a single purpose
run the risk of contradicting a fundanental principle of theater
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THEATER by its name: Marxist poetics! But at the tinme when he threw
doubt on the initial designation, many books had al ready been witten
and the confusion was already established. Utilizing nowthe outline of
di fferences between idealist poetics and that of Brecht, an outline that
he includes in his preface to Mahagonny, the follow ng analysis is an
attenpt to point out which are the differences of genus and which are of
species. In the outline we also include differences nentioned by Brecht
in other works. It is not a "scientific" outline, and many of its terns
are vague and inprecise. But if we keep in mind the fundanenta
difference - Hegel views the character as an absol ute subject while
Brecht sees himas object, as a spokesnman for econonic
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The Bourgeois Concretion Wth the devel opnent of comrerce, starting as
early as the eleventh century, life started noving fromthe country to
the newy founded cities, where warehouses were built and banks were
est abl i shed, where conmerci al accounting was organi zed and trade was
centralized. The sl ow pace of the Mddl e Ages was replaced by the fast
pace of the Renaissance. This rapidity was due to the fact that each
person started to build for hinmself rather than for the glory of the
eternal God, who, eternal as He was, did not seemto be in a hurry to
receive the proofs of love given by his fearful worshipers, as A fred
von Martin wites in his Sociology of the Renaissance. In the Mddle
Ages the construction of a church or a castle could take centuries,
since it was built for the community and for God. Beginning with the
Renai ssance, construction cane to be for nortal nen thensel ves, and no
one could wait indefinitely.s The nethodic organization of life, of al
human activities, becanme one of the principal values contributed by the
ri sing bourgeoisie. To spend | ess than one nakes, to econonm ze strength
and nmoney, to econonically nanage the body as well as the mind, to be a
hard worker in contrast to the idleness of the nmedieval nobility: those
becane the neans by which each enterprising individual could rise
socially and prosper .e The rising bourgeoisie encouraged the

devel opnent of science because it was necessary for its objective of
pronoting increased
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THEATER OF THE OPPRESSED tion, which would bring greater profits and an
accumul ation of capital. It was as necessary to di scover new routes to
the Indies as it was to di scover new techni ques of production and new
machi nes that would increase the yield of the |abor rented by the
bourgeois. Even war began to be conducted in a rmuch nore technica

manner than before, mainly because of the new firearns, now nade nore
efficient and used nore freely. The ideals of knighthood were destined
necessarily to di sappear, for dozens of brave G ds Canpeadores could be
elimnated with the shot of a single cannon, fired by the nost
fainthearted and cowardly soldier. In the new society organized on
accounting principles, wites von Martin, the individual ability and

val ue of each man became nore inportant than the social estate in which
they were born, and even God hinself cane to be the suprene judge of
financial transactions, the invisible organizer of this world, which was
itself considered to be a great commercial enterprise .7 Man's rel ations
with God were conceived in terns of debits and credits, a practice which
even today corresponds to the Catholic view of good deeds. Charity is
the contractual way of assuring oneself of divine help. Goodness gave

pl ace to charity. This new proprietor-God, the bourgeois God, demanded
an urgent religious refornulation, which was not long in coning, through
the fornula of Protestantism Luther said that prosperity was nothing
nore than the reward given by God for the good conduct of business
affairs, for the good managenent of naterial goods. And for Calvin there
was no surer way to lay claimas a chosen one of God than to becone rich
here on earth. If God should | ook with disfavor upon a certain

i ndi vidual, He would not allow himto becone rich. If he did becone
rich, that meant that God was on his side. Accumul ated capital thus cane
to be a sign of divine grace. The poor, those who worked with their
hands, the workers and peasants, were nere! |y a leg ion of the

non-el ect, who could not becone rich because God was agai nst them or at
| east did not help them In Machiavelli's comedy the Mandragol a, Friar
Tinmoteo utilized the Bible in a typically Renai ssance nanner, show ng
that the Scriptures had |ost their normative function in the behavior of
nmen, to becone instead a holy repository of texts, deeds, and versicles
which, interpreted out of context, could justify a posteriori any
attitude, thought, or act - whether



Page 61

Machi avel i and the Poetics of Virttl 61 of clergy or laymen - no nmatter
how base it m ght be. And when the play was presented for the first

time, Pope Leo X not only approved it, but was extrenely pl eased that
Machi avel li, with extraordinary accuracy, had given artistic expression
to the newreligious nmentality and the new principles of the Church. In
spite of all those social changes, the bourgeois suffered a great

di sadvantage in conparison to the feudal lord: while the latter could
assert that his power emanated fromwhat was in effect a contract made
back in imenorial tinmes - in which God Hi nself had given him (the
feudal lord) the right to possess the land, together with the right of
being God's representative on earth - the bourgeois could allege nothing
in his own defense, unless it were his enterprising spirit, his own

i ndi vidual value and ability. His birth did not give himspecial rights;
if any were his, it was because he had won themw th noney, free
initiative, work, and the cold, rational ability to give nethod to life.
Bour geoi s power, therefore, rested on the individual value of man |iving
in the concrete circunstances of the real world. The bourgeois owed
nothing to his fate or his good fortune, but only to his own virth. Wth
his virt had surnmounted all the obstacles which were placed before him
by birth, the laws of the feudal system tradition, religion. Hs virts
the first law. But this able bourgeois who denied all traditions and

di sowned the past, what other guidelines for behavior could he choose if
not those of reality itself? R ght and wong, good and bad - these can
be known only in relation to practice. Nor could any law or tradition,
but only the naterial and concrete world, provide himw th the sure ways
to attain power. Praxis was the second | aw of the bourgeoisie. Virtd
praxis were and are the two touchstones of the bourgeoisie, its two
princi pal characteristics. Ooviously one cannot conclude fromthis that
only he who was not a! noblema n could possess virt trust in praxis,

and much less that every bourgeois had necessarily to possess those
qgualities, under penalty of ceasing to be a bourgeois. Machiavelli
hinsel f criticized the bourgeoisie of his tine, accusing it of placing
too nuch value on tradition, of dream ng excessively of the romantic
rules of the feudal nobility, thereby weakening itself and del aying the
consolidation of its positions and the creation of its own values. This
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type of art, radically different. The new class could not, by any neans,
utilize the existing artistic abstractions, but on the contrary was
conpelled to turn toward concrete reality in its search for new forns of
art. It could not tolerate characters with the old values inherited from
feudalism On stage and in paintings and scul ptures, it needed to create
live men, of flesh and bl ood, especially the "virtuous" man. In
pai nting, one need only |eaf through any book on the history of art to
become aware of what took place. The canvases began to show i ndividual s
surrounded by true | andscapes. Even in the Gothic style, the faces had
al ready begun to be individualized. Bourgeois art was, in all respects,
a popular art; it not only parted with the traditional relations with
the Church, but also started to depict fanmliar figures. One of the nost
remar kabl e devel opnents of bourgeois art was the appearance of the naked
figure. . . . Not only clerical but also aristocratic culture were
opposed to the representation of the nude. "Nakedness, |ike death, is
denocratic" (Jul. Lange). The many pictures of the Dance of Death,
products of the late and increasingly bourgeois Mddl e Ages, proclaim
the equality of all in the face of death. But when the bourgeoisie
ceased to regard itself as suppressed, when it becane conscious of its
own rise to power, it could through its artists place Man naked and
hinself in the center of life.' In theater the abstract figure of the
Devil, for exanple, disappeared and individualized devils appeared -
Lady Macbeth, lago, Cassius, R chard Ill, and others of |esser power.
They were not nerely the "principle of evil"” or "diabolic angels," or
some equivalent, but live men who freely opted for the paths considered
to be evil. They were "virtuous" nen, in the Machiavellian sense, who
t ook advantage of all their potentials, trying to elimnate every trace
of empotion, living in a purely! intelle ctual and cal cul ating world. The
intellect absolutely lacks noral character. It is neutral, |ike noney.9
It is no surprise to find that one of the nost typically Shakespearian
thenes is that of the seizing of power by someone who has no | egal right
to do so. Neither did the bourgeoisie have the "right" to seize power,
but it did it neverthel ess. Shakespeare told the history of the
bourgeoisie in the formof fable. Hs situation was dichotonous:
al t hough his synpathy, as playwight and



Page 63

Machi avel i and the Poetics of VirtA 63 man, was decidedly with Richard
Il (the virtuous man dies, the synbolic representative of the rising
class, the man who acts with confidence in his own virt b>defeating
tradition and the established and consecrated social order), Shakespeare
must have been inclined, consciously or not, toward the nobility that
patroni zed hi mand which, after all, still retained political power.

Ri chard is unquestionably the hero even though he ends up bei ng defeated
inthe fifth act. It was always in the fifth act that such things
occurred, and they did not always occur convincingly: the manner in

whi ch Macbeth is defeated by the representatives of legality, Ml colm
and Macduff - one the legitimate heir, evasive and cowardly, and the
other his faithful servant and vassal - is open to censure, at | east
fromthe dramatic point of view Hauser throws |ight on that dichotony
when he recalls that Queen Elizabeth was one of the greatest debtors of
t he English banks, which shows that the nobility itself was

di chot omous. ' 0 Shakespeare expressed the new bourgeoi s val ues which were
then arising, even if legality and feudalismare the apparent victors at
the end of his plays. The entire body of Shakespeare's dranatic works
serves as docunentary evidence of the coming of the individualized nan
in the theater. His central characters are always anal yzed
multidinmensionally. It would be difficult to find in the dramaturgy of
any other country or period, a character conparable to Hamet; he is
anal yzed extensively in all dinmensions: in his love relationship with
Ophelia, his friendship with Horatio, his political relationship with
King Cl audius and Fortinbras, in his nmetaphysical and psychol ogi cal

di mensi ons, etc. Shakespeare was the first dramatist to proclaimman in
all his plenitude, as no other dramatist had done before, w thout
excluding even Euripides. Hamlet is not abstract doubt, but a man who,
facing sone very precise circunstances, doubts. Ohello ! is not j
ealousy in itself, but sinply a man capable of killing the wonan he

| oves because he believes her to be unfaithful. Roneo is not |ove, but a
boy that falls in love with a certain girl named Juliet, who has
obstinate parents and a deternined naid, and he suffers the fatal
consequences of his |ove adventures in beds and graves. What happened to
the character in theater? He sinply ceased to be an object and becane a
subj ect of the dramatic action. The character was converted into a

bour geoi s conception
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THEATER OF THE OPPRESSED Being the first dramatist of virtii and praxis,
Shakespeare is - in this, and only this, sense - the first bourgeois
dramatist. He was the first who knew how to depict to the fullest

extent, the fundanental characteristics of the new class. Before him

i ncluding during the M ddle Ages, there were plays and authors that nade
attenpts in the same direction: Hans Sachs in Germany, Ruzzante in Italy
(not to nention Machiavelli), La Farce de Maitre Pierre Pathelin in
France, etc. It is necessary to enphasize that -other than in
exceptional cases such as Antonio, the nmerchant of Venice - Shakespeare

did not portray heroes who were avowedly bourgeois. Richard Ill is also
t he Duke of G oucester. The bourgeois nature of the works of Shakespeare
is not to be found in their externals at all, but only in the

presentation and creation of characters endowed with virth and confi dent
in praxis. In the formal aspects, his theater manifests what can be
consi dered feudal residues: the common people speak in prose and the
nobl enen in verse, for exanple. One criticism the nost serious that can
be made to these statenents, is that the bourgeoi sie - because of its
own condition as alienator of man - would not be the class nost likely
to give rise to human nultidinmensionality. W believe that this would be
true if a sudden, brusque | eap were made between two social systens
following in succession, if one ceased to exist in the exact nonment in
whi ch the other appeared. That is, if the bourgeoisie created its own
superstructure of values in the very nonent in which the first bourgeois
rented the | abor-power of the first worker and from hi m obtai ned the
first surplus value. Since this does not happen, let us take a cl oser

| ook. Actually, Shakespeare did not show the multidinensionality of all
men, all the characters, or the human species in general, but only of
some nmen who possessed certain exceptional qualities, that is, those
endowed with virt he exceptionality o! f these nen was strongly marked
in two opposite directions: against the inpotent and ruined nobility,
and agai nst the people in general, the anorphous mass. In the first case
it is enough to recall sone fundamental conflicts revolving around the
central characters. \Wat are those who oppose Machbeth if not nediocre
peopl e? Duncan and Mal col m have no individual value that nerits
distinction. Richard Ill confronts a whole court of decadent nobl enmen,
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Machi avel i and Mandragol a Mandragola is a play typical of the
transition between the feudal and the bourgeois theater, and its
characters contain, in equal neasure, abstraction as well as concretion.
They are not yet human beings conpletely individualized and

mul tidi mensional, but they are no |l onger nere synbols and signs. They
synt hesi ze i ndividual characteristics and abstract ideas, in a perfect
bal ance. I n the prol ogue, Machi avelli apol ogizes for having witten a
theatrical work - a light genre, lacking in austerity. He seens to
bel i eve that he nust sinply entertain the spectators, making them think
as little as possible and delighting themwith a story of |ove and
gallantry. For this he utilizes a hunorous case of adultery while
continuing to think about the serious, grave matters that concern him
Machi avel |'i believes that the taking of power (or conquering the wonman
one |l oves) can only be effected through cold, calculating reason, free
of any preoccupations of a noral nature and entirely directed toward the
feasibility and efficacy of the scheme to be adopted and devel oped. This
is the main idea of the play and divides the characters roughly into two
groups: the "virtuous" and the "nonvirtuous," that is, those who believe
in, and are guided by, that prem se, and those who do not believe init.
Ligurio is the play's central character, the pivotal character and the
nost "virtuous." He is a netanorphosis of the Devil, who in himbegins
to acquire free initiative. Ligurio is not the
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tradition in the history of the theater. He is a man endowed wth great
virus who freely chose to be a parasite, as he could have chosen to be a
monk or priest. It matters little that the author utilized an existing
theatrical figure: what matters is the figure's new content. Ligurio
only believes in his own intelligence, in his ability to solve, through
the intellect, all the problens that may arise. He never trusts in
chance, good luck, or fate, as does Callimco; he has faith only in the
schenmes he thinks out beforehand and then carries out nethodically. At
no tinme does any thought or concern of a noral nature cross his mnd
except when he neditates on the w ckedness of nmen. He neditates w thout

[ amenting the fact, only with an acute sense of the practical and
utilitarian. He neditates coldly, as Machiavelli hinmself would do, about
the good and the bad use that can be nade of cruelty, w thout
attributing to cruelty in itself any noral value. In this respect there
is a certain kinship between Machiavelli and Brecht. The latter is also
capable of witing that sonmetinmes it is necessary "to lie or to tell the
truth, to be honest or dishonest, cruel or conpassionate, charitable or
athief." Praxis nust be the only determning factor in the behavior of
man. Ligurio has no particular personal style of behavior. He is a
chanel eon. G ven the profession he has chosen, he knows that he nust be
accommodating, varying his personality in accordance with each
particular situation and each objective to be obtained. Talking to the
doctor, he is refined, trying in this way to make Messer feel hinself to
be a connoi sseur of nmen and of the fem nine beauties to be found in

Fl orence. Wth Callimaco, he pretends to be his altruistic friend, ready
to help himin his anguish. Devoutly he helps Friar Tinoteo in his
untiring search for God and better financial conditions. For a better
understanding of Ligurio it would ! be advis able, at the very least, to
read rapidly Dale Carnegi e and ot her contenporary nodern American

aut hors who teach the art of succeeding in life. Friar Tinpteo, the
opposite of Nicia, is also "virtuous," and very soon cones to understand
Ligurio - with whom he becones very close, to the advantage of both. The
two carry out a plan fromwhich they try to elimnate any interference
of chance, and in which only the know edge that both have of men, such
as they really are, intervenes. Ligurio knows that nmen are bad because
of their great attachnment to noney, the common
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this useful know edge Ligurio knows that he will succeed in any
enterprise, as long as he does not give any inportance to such
superfl uous val ues as honor, dignity, loyalty, and other quaint nedieval
virtues. Everything can be translated into florins. Ligurio's schene is
neither malicious, imoral, nor perverse; it is nerely astute and
practical, the only one capable of realizing the incredible, alnost
i npossi bl e feat of seduci ng Madonna Lucrezia - honorabl e, devout,
insensible to carnal pleasures (at |east she prays enough to believe in
all that), who is distant, nodest, and before whose fidelity and
rectitude even the servants feel an awesone fear. Al is possible in
this world as |l ong as one takes the reality of nmen into account, w thout
exalting them, wi thout praising or criticizing them only taking them
as they truly are and profiting fromthat. Friar Tinoteo, for his part,
is not a corrupt friar, but rather the synbol of a new religious
mentality. Just as the Renai ssance world in general becomnes
commercialized (and we should renmenber that even Fray Luis de Leonpares
wonen to precious gens, not because of their spiritual val ues but
because of the possibility they have of being hoarded), thus al so our
friar admts that the Church nust take heed of its finances in order to
survive. Tinoteo thinks this way not in bad faith, but rather because he
under stands the nature of the new tinmes and knows that one nust either
keep up with the tinmes or fade away. He assim | ates the new truths,
accepts the new practices, adjusts to the new society. He keeps the
saintly teachings of the Bible and the Church finances in the sane book.
Li ke Luther later on, Tinoteo already believes that the sacred book can
and shoul d be interpreted with flexibility according to each specific
and individual case. There should not exist a dogmatic interpretation
whi ch has, objectively, the same nmeaning and value for all. Each! one of
us nmust enter into direct contact with God and the Holy teachings, and
in this subjective man-God rel ati onship we will find nore easily the
happi ness we need on earth as well as in Heaven. The Bible conmes to
serve nmerely as an aid for the friar, to explain and support his
deci sions. Thus the naive behavior of Lot's daughters serves to justify
the adultery of Lucrezia. In all things one must consider the goal:
Lucrezia's goal is to fill a vacancy in Paradise, and that is what
counts. If to do so, she has to betray her
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concern is to be centered on the little soul that will be delivered to
the world and to God. Moses woul d surely be surprised at this curious
interpretation of his text! This anorality of Tinoteo is questioned in a
si ngl e nonol ogue in which he nmanifests regrets, stating that bad

conpani ons can lead a good man to the gall ows. W believe, however, that
Ti not eo does not really have a guilty consci ence, nor a heavy heart, nor
anything of the kind. W doubt that Tinoteo feels repentant for the sins
he may have conmitted; he is sinply very sad for having been decei ved by
Ligurio. Both had agreed to a contract in which the friar would receive
the sum of three hundred ducats. But that contract did not foresee the
need of the disguise with which Messer N ciafooled himonce nore;
Tinmoteo | aments the nockery of his good faith, as well as the fact that
he has to pay nore than was originally agreed upon. He woul d have been
very happy if his share of florins had increased, even if the nunber of
his sins had increased at the same tinme. In this trajectory from Heaven
to earth, all values becone earthly. Even God H nsel f becones humani zed.
For Tinoteo, He ceases to be the distant God, reachable only through
fervent prayers. Tinoteo talks colloquially with God, though still
assum ng a subservient position, just as if God were the owner of a
commercial firmin which Tinoteo acts as manager. In his nonol ogues the
friar gives account to the Proprietor of his earthly affairs. Tinoteo is
a synbol of the Church which nakes its triunphant entry into the
mercantilist era. But in entering it does not scorn any of the el enents
of the traditional rituals, of the paternal affection which nust
characterize the nmenbers of the clergy as the neans of facilitating the
performance of their functions. The great theatrical inpact of the friar
is due precisely to this dichotonmy: he speaks in the nost spiritual tone
possible in the m onments i n which he treats the nost materia

financial affairs. Thus Machi avelli produces a forceful denystifying

ef fect, which retains nuch of the hyperbolic process of Aristophanes, or
of his nore recent disciples, Voltaire and Arapua. Al these authors,
each in his own nedium denystify the "eternal" truths. But they do not
do it through the traditional process of denying them but by making

t hem unt enabl e t hrough an excess of affirmation - by maki ng them absurd.
To the roll of "virtuous" characters still another remains to
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who is a kind of retired woman of virt n her distant: youth she was a
respectabl e and dignified ower of a brothel. That, however, in no way
detracts from her spotless character nor does it affect the good manners
of the court. Especially now that she is a wealthy woman. Her trade
differs hardly if at all fromany other type of trade, and it even has
some interesting advantages: the products marketed are the workers
t hensel ves, making it possible to obtain fromthema stinulating
i ncrease of surplus value. The notary Nicia is one of the nost
captivating characters in the entire history of theater. Having becomne
weal thy with the devel opnent of urban life, he nourns at the prospect of
dying without |eaving an heir to whom he m ght bequeath his fortune,
avari ci ously hidden. Like nost bourgeois, he would prefer to have been
born a prince or a count, or at least a baron. Since that unfortunately
did not occur, he wants his behavior to resenble that of noblenen as
much as possible. In his crucial noment in the second act, N cia agrees
to allow his wife to go to bed with a stranger, only because sone
nobl emen - like the King of France and so nany ot hers anong those
aristocrats - had done so. It is an admirable scene. Nicia suffers
terribly with the permitted adultery and at the sane tine feels happy
with the prospect of gaining an heir, imtating the French nobility. He
feel s noble even though it hurts him Faced with such i ngenuousness,
Liguria manipul ates Nicia easily - using himnevertheless with sone
synpathy. Lucrezia is the key figure in the dranatic change that takes
pl ace. Before neeting Callimco, she conducted her life in such an
exenpl ary manner that she could only be praised by Fray Luis de Le The
Perfect Wfe) or by Juan Luis Vives (Instructions for the Christian
Wnman). She was the synbol desired by those two witers. She spent her
time reading the lives of the purest, nost chaste saints, ! avoiding
even those who night have sonme pardoned sins. She took care of her
husband' s treasures, never daring to steal a |look through the grill of
t he hal f-open wi ndow. Above all, Lucrezia prayed. And the; nore her body
felt indefinable sensations, the nore devout she becane. Many wonen have
lived Iike her and died feeling the anguish of an unfulfilled life.
Lucrezia al so believed that what she | acked was the sweet breath of
angel s, the tender caress of the inhabitants of Paradi se. For her
happi ness to be conplete, Lucrezia only needed to die. O if not,
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was not long in coming. As idea, she represents, at the beginning of the
pl ay, the nedieval abstraction of the honorable, pure woman. Her sweet
transition corresponds to the appearance of the Renai ssance wonan, nore
attached to earthly things, with feet on the ground. She represents, as
Machi avel Ii woul d say, the difference between "how one should |Iive and
how one actually lives." Even after the miracul ous change has taken

pl ace, however, she continues to think of Heaven and does not abandon
any of the old values: she sinply begins to use themin the nost prudent
and pl easant manner. She accepts the new pl easures, enjoyed nore by the
flesh than by the spirit, and sees in themnot sin, but obedience to
divine will: "If this has happened to nme, it can only be by God's
determ nation, and | do not feel strong enough to refuse what Heaven
wants nme to accept." The remai ning characters, the widow and Siro, are
of less significance. The wi dow serves al nost exclusively as a neans of
revealing, in the first scene, the peculiar manner of thinking of the
friar and his ability to translate everything into nonetary terns. Wen
she asks himif the Turks will invade Italy, Friar Tinoteo answers

wi thout hesitation that it all depends on the prayers and nasses that
she may order to be said. The prayers are free, but the nasses nust be
paid for, and paid well. The wi dow pays for nasses so that the Turks
will not invade ltaly, pays for nasses so that her unforgettabl e husband
may pass from Purgatory into Paradise - pays, finally, in order to be
forgiven for her peccadillos, caused by the fact that the flesh is weak
and there is no strong spirit to domnate it. As for Siro, he is a
little nore than the traditional servant who does everything for the
confort and well-being of his masters, caring for their interests and
aiding in carrying out their plans. He is the | east devel oped character
in the play; froma technical! | viewpo int, his functionis limted to
what he says, helping Callimaco to tell the audience the antecedents of
the story. W believe that any staging of this play nust follow a |line
of maximumclarity and sobriety of neans. One nust not forget that this
text was witten by Machiavelli and that Mchiavelli had sone inportant
things to say. The use of a sinple love story and of characters such as
Ni cia, Sostrata, Lucrezia, and the others is purely circunstantial,
serving only to present in an amusing and
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practical functioning of the "virtuous" nan. |In staging a play, the
director's freedom decreases as the intellectual precision of the
pl aywri ght increases. Thus the director needs to maintain clarity as he
translates Machiavelli's ideas into the | anguage of theater. Mandragol a
is also one of the nost successful exanpl es of popul ar dramaturgy. The
conventional belief is that popular theater nmust be close to circus,
whet her as text or as performance. This opinion is w despread and
general ly accepted. W di sagree absolutely, just as we woul d di sagree
wi th anyone who woul d state that TV drama, given its peculiar enotiona
violence, is a valid formof popular art. W believe, on the contrary,
that the nost inportant characteristic of the theater which addresses
itself to the people nust be its permanent clarity, its ability to reach
t he spectator - appealing to his intelligence and sensitivity - wthout
circum ocution or nystification. Mandragola relates to the spectator in
an intelligent manner, and when it succeeds in noving him it does so
t hrough reason, through thought and never through an enpathic,
abstractly enotional bond. And in this resides its nost significant
popul ar quality.
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Modern Reductions of Virt rhaps the bourgeoisie in its initial inpetus
has taken the frontiers of theater too far. The type of man it created

t hreat ened to expand. Shakespearean drana itself, even if severely
limted, could serve as a doubl e-edged sword, opening up new paths that
could I ead in unknown, and possibly dangerous, directions. The
bourgeoi sie soon realized this fact, and as it assuned political power,
it began the task of taking away fromtheater the sanme weapons that it -
the bourgeoisie itself, and for its own benefit - had given to the
theater. Machiavelli proposed the liberation of man fromall nora

val ues. Shakespeare followed those instructions to the letter, though he
al ways repented in the fifth act and restored legality and norality. It
was necessary for someone to conme al ong who, without renouncing the
freedomrecently acquired by the dramatic character, could inpose sone
limtations upon him working out a forrmula that night preserve his
formal freedom though insuring that the dogmatic pre-established truth
woul d prevail. That someone was Hegel. Hegel asserted that the character
is free, that is, that the inner nmovenents of his soul nust always be
capabl e of being exteriorized, without hindrance. But to be free did not
mean that the character could be capricious and do whatever he wi shed:
freedomis the consciousness of ethical necessity. He nust not, however,
exercise his freedomwith regard to the purely accidental or episodical
but only regarding situations and val ues
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powers, noral truths such as love, filial l|ove, patriotism etc.. . . In
this way, Hegel succeeds in naking the character enbody an ethical
principle, and his freedomconsists only in giving that principle a
concrete formin the exterior world, in real life. Abstract noral val ues
acqui re concrete spokesnmen, who are the characters. No |longer, as in the
feudal theater, is Goodness a character called just that, Goodness; now
its nane is John Doe or Bill Smith. Goodness and John Doe are one and
the sanme, though different: one is the abstract value, the other its
human concretion. Those characters, therefore, i mmanently enbody an
"eternal" value, a "noral" truth or its antithesis. If there is to be
drama, conflict is necessary. Thus the characters who enbody those
val ues cone into conflict with the characters who incorporate their
antitheses. The dramatic action is the result of the peripeteia produced
by those struggles. The action, according to Hegel, nust be conducted to
a certain point where the bal ance can be restored. The drama nust end in
rest, in harnony. (W are still very far fromBertolt Brecht, whose view
is exactly the opposite.) Neverthel ess, how can this bal ance be reached,
if not through the destruction of one of the antagoni sts who confront
each other? It is necessary that the array of forces appearing as
thesis-antithesis be taken to the state of synthesis, and in theater
that can only be done in one of two ways: death of one of the
irreconcilable characters (tragedy) or repentance (ronmantic or soci al
drama, according to the Hegelian system. However - and it is Hegel
hi meel f who says so - the drama, as any other art, is the "radi ance of
truth” shining through the sensory neans which the artist utilizes. But
how can the truth shine if the character who is carrier of the "eternal"
truth is destroyed? It is necessary that error be punished. The
character who enbodi es fal sehood nust ! die or r epent. Hegel could
accept, at the nost, the death of the concrete hero, the real man, if
t hrough that catastrophe the truth he carried would shine with greater
brilliance. And this often occurred in Romanticism Romanticism
re-edited the feudal theme of the Last Judgbourgeois world, even if only
against its exterior, incidental aspects. It apparently struggl ed
agai nst the bourgeois values. But what did it propose in exchange? Hege
answers: Love, Honor,
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code of chivalry, a poorly disguised return to nmedi eval abstractions,
now in a theater forrmulated with greater theoretic precision and greater
conplexity. Romanticismre-edited the feudal theme of the Last Judgnent
- the post-terrestrial reward. How el se are we to interpret the fina
words of Dool in Hernani when, at the npnent of death, she tal ks of the
marvel ous flight which the two lovers will take, upon dying, in search
of a better world. True life and true happi ness are inpossible. It is as
if they said: "This world is too repugnant and abject. Here only the
bourgeois, with their petty material interests, can be happy. Let's

| eave the sordid bourgeois, their sordid happi ness, and their sordid
noney whi ch only buys sordid pleasures. We shall be eternally bl essed.
Let's comrit suicide!" No bourgeois would feel seriously offended by
such propositions. Romanticismcould be considered nerely as a swan song
of the feudal nobility, if it were not also of a markedly nystifying and
alienating character. Arnold Hauser analyzes the true neaning of the
Roman d'un jetine homme pauvre, showing that Octave Feuillet tries to

i ncul cate the reader with the idea that a nan, though poor and

m serabl e, can and shoul d possess true aristocratic dignity, which is
essentially spiritual. The naterial conditions of each person's life
matter very little: values are the sanme for all nen." It was an attenpt
to solve in the field of the spirit the problens facing nen in society.
Everyone, without distinction, could aspire to spiritual perfection

even if he were poor |ike Jean Valjean, defornmed |like Rigoletto, or a
pariah |i ke Hernani. Men, even though hungry, nust preserve that

marvel ous thing called spiritual freedom The witers who give the nost
beauti ful expression to that belief are undoubtedly Victor Hugo and
Hegel . This was the first serious reduction inmposed upon man in the
theater: he came to be weighed in r! elation to eternal, inmmutable

val ues. Realism highly praised by Marx (but for other reasons)
represented the second great reduction: nan becane the direct product of
his environment. It is true that in the hands of its first practitioners
realismdid not reach the dinensions of sterility which it took on

| ater. Cbviously, Marx could not even imagi ne what Sidney Kingsley,
Tennessee Wl lians and others of our
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to realismin the novel, which produced extensive sociol ogical studies
of bourgeois life. The main realist linmtation in the theater consists
inits presenting a reality which is supposedly already known. Fromthe
naturalistic point of view, the work of art will be as good as its
success in reproducing reality. Antoine 12 took this premse to its
| ogi cal extreme by giving up the reproduction of reality and conveying
reality itself to the stage: in one of his productions he used real neat
in a scene which depicted a butcher shop. Zola, expounding his fanous
theory that the theater nust show a "slice of life," even wote that the
pl aywri ght must not take sides, displaying life exactly as it is,
wi t hout even being selective. The vulnerability of this argunent is so
obvious that it is unnecessary to denonstrate that the very choice of
thene, story, and characters already inplies a position taken by the
author. Zola's statenent is inportant, however, insofar as it points to
the dead end at which naturalistic objectivity arrived: photographic
reality. Beyond that point it was not possible, objectively, to
continue. But there was a different way, in the opposite direction -
toward increasing subjectivity. After Shakespeare, man was never shown
mul tidimensionally on the stage. Wien the objective novenent ended, a
series of subjective styles ensued: inpressionism expressionism
surrealism Al of themtending to restore a freedomthat was,
nevert hel ess, nerely subjective. Abstract enotions - fear, terror,
angui sh - appeared. Al in the mnd of the character who projected
outwardly his phantasnmagoric world. Even realism sought out man's inner
ways, delving into psychol ogy, but even there it fell short. It reduced
man to psychoal gebraic equations. In order to realize what happened, it
is enough to remenber sonme of the | atest productions of WIlianms and
ot her authors of his school. The recipe varies very |! ittle: by
bringi ng together a father who has abandoned the nother after the birth
of the first child and a nother who is an alcoholic, we will no doubt
obtain a character whose defect is bound to be sonme type of generalized
sadomasochism |f the nother is unfaithful - the arithnetic does not
fail -the son will be a delicate sexual invert. Fromthat point on, the
evol ution could logically nove in
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Williams - an author gifted with a great talent - could not fail to
followit: the literal chewing up of the protagonist's sexual organs. It
is not wwthout a certain originality. . . . To go farther would be to
enter a convent, and we believe that sooner or later Wllians will take
that step, too. The theater has also tried to foll ow the paths of
mysticism the search for God as an escape from material problens.

Eugene O Neill stated nmore than once that his interest was not in the
rel ati ons between nmen but only in the relations of man with God. In the
absence of God, O Neill directs his interest toward the nysterious and

supernatural forces that surround us and which we cannot explain
Expl i cabl e phenonmena do not seemto interest him Hs eyes are "beyond
the horizon" in search of tragic destinies, or expectant as he lies in
wait for new gods. As long as they do not come, O Neill goes on
fabricating his owm for honme use. Isn't that what happens in Dynanp? The
pl ayw i ght al nost projects hinself into the terrain of science fiction.
In the sane way that he di scovered the God Dynano, he would - if he were
still alive - already have di scovered the God Sputnik, the God Magnetic
Belt, and other inhabitants of the nodern and scientific O ynpus. The
bour geoi si e, perhaps aided by Hol |l ywood statistics, recently discovered
t he enornous persuasive power of the theater and related arts. Having
referred to Holl ywood, we would like to give an exanple: in the filmlt
Happened One Night, in a certain scene the actor O ark Gabl e takes off
his shirt and reveals that he does not wear an undershirt. It was enough
to bring several nmanufacturers of this article to bankruptcy as they

| ost those custoners who were menbers of the various Cark Gable fan
clubs and anxious to imtate their idol. The theater influences the
spectators not only with respect to clothing but also in the spiritua
val ues that can be inculcated in! themth rough exanple. Thus a new
"exempl ary" type of play or filmcane into existence, which tries to
reinforce sone of the values revered by capitalist society, such as the
art and ability to achieve success in life, through free enterprise.
They are biographic plays and filns that show the awesone career of
certain citizens who clinbed the | adder of fane and fortune, starting
fromthe hunbl est circunstances of life. "If J. P. Mdrgan accunul ated
such a tremendous fortune, yachts, nmansions, etc., why can't you do the
same? O course you can do it,
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the gane." That is, the capitalist gane. Marx once said that al

hi storical events occur twice: the first tinme as tragedy, the second as
conmedy. This is what happened with the work of Machiavelli. H's witings
had a neaning of the utnobst gravity. And today his American disciples,
inspirers of that exenplary |line of the theater and novies - Dale
Carnegi e and others - cannot avoid the com cal elenent inevitably

i nvolved in their advice, expressed in books of the type of How to Make
Your Wfe Keep On Loving | enderly, Even After She's Got a Lover Wo's a
Much Better Guy Than You Are. If the reader would forgive the absurdity
of the conparison, we would say that both Machiavelli and Dal e Carnegie
preach the slogan, "where there's a will there's a way" - the forner
with all the seriousness of a class in the process of inposing itself;
the second as a present-day Yankee. The npst recent and severe reduction
of man, however, is the one being effected by the antitheater of Eug

| onesco, who tries to take away from man even his powers of

conmuni cati on. Man beconmes inconmuni cable, not in the sense that he
cannot express his innernost enotions or the nuances of his thought, but
literally incommunicable - to the; extent that all words can be
translated into only one: "chat" Jack, or the Subm ssion). Al concepts
equal "chat." lonesco presents this absurdity with great hunor, and we -
bourgeoi s and petty bourgeois - respond with laughter. But to the

wor kers awai ting an announcenent from nmanagenent in relation to an
increase in wage levels, it would not seem so amusing to be given a
speech such as the one which closes the play The Chairs, delivered by a

mut e nmessenger. Or to be told that "wage increase" is "chat," "poverty"
is "chat," "hunger" is "chat," everything is "chat." In making these
anal ytical remarks and raising objections we do not nean to suggest that
the authors are uninportant. On the contrary! , we bel ieve that they

are. extrenely significant, insofar as they indeed testify to the fina
phase of the bourgeois society and theater. They bring to an end the
trajectory of that theater in which the multidinmensional man is
repeatedly subjected to reductions that transformhimentirely into new
abstractions of a psychol ogical, noral, or netaphysical nature. In this
sense |l onesco overshadows the achievenents of all his fell ow playwights
in the enornous task of dehumani zing man. It was he
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character, Bnger, around whomall the characters gradually change into
rhi noceroses, that is, into abstracti ons. What coul d becone of the | ast
representative of the human species - the last and only, when all the
rest have di sappeared - if he is not transformed precisely into the
abstraction of the human species? Bnger is nerely the negation of the
rhi noceros, and therefore he hinself is an alienated nonrhi noceros. He
is devoid of any content other than that of sinple negation. This has
been the path of devel opnent foll owed by the theater since the
appearance of the nodern bourgeoisie. In opposition to that theater
anot her must rise: one determ ned by a new class and which will dissent
not only stylistically but in a much nore radi cal manner. This new

theater, dialectically materialist, will necessarily be also a theater
of abstractions, at least in its initial phase. Not only superstructural
abstractions, but also infrastructural. Its characters will reveal, in

sonme plays of Brecht, their condition of nere objects, objects of

determ ned social functions which, by comng into contradiction, devel op
a systemof forces that directs the novenent of dramatic action. It is a
theater that has just been born, and which, though breaking with all the
traditional forns, still suffers froman insufficiently fornul ated

t heoretical basis. Only out of constant practice will the new theory
arise. Notes for Chapter 2 'Arnold Hauser, The Social Hi story of Art,
trans. Stanley Godman, 4 vols. (New York: Vintage Books, Inc., 1957),

1: 83, 85, 87. HHauser, 1:180-81. HHauser, 1:181-82. 4Fornas literarias
en | os puebl os ronbni cos (Buenos Aires:. Espasa-Cal pe, 1944), p. 22.
"Alfred von Martin, Sociology of the Renaissance (New York: Oxford
University Press, 1944), p. 16. 6Von Martin, p. 17. 'Von Martin, pp.
17-19. 8Von Martin, pp. 26-27. 9Von Martin, pp. 37-38. ' Hauser,

2: 149-50. "Hauser, 4:89. 12A fanous French thea! trical d irector.
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The "Epic" Concept The greatest obstacle to conprehension of the
extraordi nary changes produced in the theater by the contribution of
Marxi smlies in a misunderstanding of the way in which certain terns are
used. Precisely because those gigantic transformations were not

i mredi ately perceived, the new theories were explained with the old
vocabulary: to designhate newrealities, old words were utilized. An
attenmpt was nade to use new connotations for words al ready wom out, and
exhausted by their old denotations. Let us take an exanple: what is the
meani ng of the word epic? In the beginning, Bertolt Brecht applied that
old word to his theater. Aristotle does not speak of epic theater, but
only of epic poetry, tragedy, and conedy. The differences that he

est abl i shes between epic poetry and tragedy refer to the verse (for him
necessarily present in the two fornms), the duration of the action, and,
finally - what is nore inportant - to the fact that epic poetry is, as
he sees it, formally "narrative," contrary to what happens in tragedy.
While in the latter, action takes place in the present, in the forner
the action happened in the past and is now being recalled. Aristotle
adds that all the elenments of epic poetry are found in the tragedy, but
not all the elements of tragedy are present in epic poetry.
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fromwhat Aristotle understands by epic poetry and yet to that type of
theater he applies the sane nane. For the first. tine in a theatrica
spectacl e, Piscator used notion pictures, slides, graphics, in short,
all the mechani sns or resources that can help to explain the reality
present in the text of a work. This absolute freedomof form wth the
i nclusion of any elenment until then unusual, was called by Piscator
"epic" form This i mense formal richness broke the conventiona
enpathic tie and produced an effect of distance - an effect that was
|ater carried farther by Brecht, as we will soon see. \When he staged
Sartre's The Flies in New York - wanting to be sure that no spectator
woul d fail to understand that Sartre was speaki ng about his own country,
occupi ed by the Nazi German armed forces - Piscator ordered the

exhi bition, before the play, of a filmabout the war, the occupation,
torture, and other evils of capitalism Piscator did not want anyone to
think that the play dealt with the Geeks, who were in this instance
sinmply elenents of a fable used to tell about things which were
contenporary and pertinent. Nowadays the word epic is fashionably
applied in only one sense: in reference to sone filns about the mass
murders of Anerican |Indians by government troops, or films about the
expansi oni st war of the United States against Mexico - in short, filns
made in the "open air." This is the nost frequent conception of the
word: a filmw th many characters, nmany horses, gunfire, conbat, and
occasional ly sonme | ove scenes, in the mdst of deaths, blood, rape, and
vi ol ence, in a package appropriate for an audi ence of eight years or
older. In all these usages the word epic has to do with that which is
broad, exterior, long-term objective, etc. As Brecht uses the term it
carries these neanings also, as well as sone others. Brecht uses the
expression epic theater mainly in contraposition to Hegel's d! efinitio
n of epic poetry. In reality, Brecht's whole poetics is basically an
answer and a counterproposal to the idealist poetics of Hegel. In order
to understand the neaning of epic for Hegel, it is necessary to recal
initially that within his systemof the arts, Hegel attributed
fundanental inportance to the greater or |esser degree in which "the
spirit is liberated frommatter." Let us explain it better by saying
that art, for Hegel, was the shining of
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Types of Poetry in Hegel For Hegel, epic poetry presents "a conplete
wor |l d, whose ideal or essential content nmust be spread before us under
the external guise of human actions, events, and other nmanifestations of
soullife. . . "z For himall that happens arises fromspiritual powers -
soneti nes divine, sometimes human - and fromthe exterior obstacles

whi ch react, retarding their novenent. That is, the spirit of a god or
of a man initiates an action which encounters difficulties in the
exterior world: epic poetry narrates those encounters and those
conflicts fromthe point of view of their occurrence in the exterior
world and not in the spirit which originated them The action acquires

"the formof objective . . . , becones an event, in which the facts in
guestion disclose thenselves in free i ndependence, and the poet retires
into the background.” It is the deeds that are inportant and not the

subjectivity of the poet who narrates them or of the characters who
performthem The m ssion of epic poetry consists in renenbering such
events, "and by so doing it represents the objective fact itself inits
objectivity."3 In telling howthis or that battle devel oped, the epic
poet nust describe the battle with the maxi mnum of objective details
possi bl e, wi thout concerning hinself with his particular nanner of
feeling the facts. A horse nust be described as a horse, objectively,
and not through the subjective images whi ch m ght occur to one upon
seei ng a horse.
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The Character as Subject or the Character as Object 87 Lyric poetry is
exactly opposite to epic poetry. "lIts content is that within ourselves,
the ideal world, the contenplative or enptional Iife of soul, which
instead of following up actions, remains at hone with itself inits own
i deal realm and, consequently, is able to accept self-expression as its
uni que and indeed final end."4 Wat is inportant in lyric poetry is not
the horse it itself, but the enotions which the horse may arouse in the
poet; it is not the concrete facts of a battle, but the resources of the
poet's sensibility which are noved by the sound of the swords. Lyric
poetry is conpletely subjective, personal. Finally, dramatic poetry, in
Hegel 's view, conbines the principle of objectivity (epic) with that of
subjectivity (lyric): "In this we not only discover an objective
exposition, but also can trace its source in the ideal life of
particul ar people; what is objective here is therefore portrayed as
appertinent to the conscious life of individuals."-'" The action is
presented not as it is in the epic, as sonmething already past, but

rat her as sonething that happens in the very nonment in which we wtness
it. In epic poetry the action and the characters belong to a tine that
is different fromthat of the spectators; in dramatic poetry the
spectators are transported to the tinme and the place where the action
occurs - that is, they are in the sanme tinme and space as the characters,
and hence are able to experience enpathy, the present, |living enotional
rapport. Epic poetry "recalls"; dramatic poetry "relives." Thus we see
that in dramatic poetry subjectivity and objectivity co-exist, but it is
inportant to note that, for Hegel, the former precedes the latter: the
soul is the subject that determnes all external action. Likew se,
Aristotle held that the passions transforned into habits were the notive
forces of action. In these two phil osophers, the drama shows the
external collision of forces originating! internally - the objective
conflict of subjective forces. For Brecht, as we shall see, everything
is reversed.
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is not confined to the sinple and undi sturbed execution of a definite
pur pose, but depends throughout on conditions of collision, human
passi on and characters, and | eads therefore to actions and reactions,
which in their turn call for sone further resolution of conflict and

disruption.” It offers the continually noving spectacle of struggle
between |iving characters who pursue opposite desires in the mdst of
situations full of obstacles and dangers.b Above all, Hegel insists on a
fundanental point which will mark a radical difference between his view

and that of the Marxist poetics of Brecht: "the event [wites Hegel]
does not appear to proceed fromexternal conditions, but rather from
personal volition and character.... "' The denouenent arises out of the
dramatic conflict; it is, like the action itself, both subjective and
objective. It is the repose that cones after the tumult of human
passions and actions.8 In order for this to occur, the characters mnust
necessarily be "free"; that is, it is necessary for the interna
novenents of their spirit to be freely exteriorized without linitations
or restraints. In short, the character is the absolute subject of his
actions.



Page 89

Freedom of the Character-Subject In order that the character may be
truly free, no limtations are to be placed on his action, except those
that are inposed by the will of another character, equally free. Hege
gi ves some expl anations on the thene of the freedom of the
character-subject: 1. The aninal is entirely determned by its
environnent -its basic needs for food, etc. - and therefore is not free.
Man hinself is unfree, to the extent that he is also, in part, an

ani mal . The exterior needs experienced by man, the material needs, are a
[imtation on the exercise of his freedom For this reason, the best
characters for dramatic poetry, according to Hegel, are those who | east
feel the pressure of material needs. Princes, for exanple, who do not
need to work physically to earn their living and who have nultitudes of
men at their disposal who can satisfy their material needs, are thus
able to freely externalize their spiritual inmpulses. According to Hegel
all those many people who create for the prince the best conditions for
his becoming a dramatic character, do not thenselves qualify for that
role - they are not good naterial for drama.... 2. Nor is a highly
civilized society the type nost likely to contribute good dranatic
material, since the characters nust appear as essentially free, able to
determine their owmn fate, while the men of a devel oped society are tied
hand and foot to all types of |aws, custons, traditions, institutions,
etc., and in this legal jungle cannot easily exert their freedom In
effect, if Hanl et had
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THEATER OF THE OPPRESSED been afraid of the police, the courts,

| awyers, public prosecutors, etc., perhaps he would not have
externalized the free inpulses of his spirit by killing Pol onius,
Laertes, and C audius. And, according to Hegel, the dramatic character
needs all his freedom by George! 3. But it nust be noted, too, that
freedom does not refer fundanentally to the "physical" aspect.

Promet heus, for exanple, is a free man (excuse ne, a free god). He is
chained on a nmountain, powerless to ward off the crows that cone to eat
his liver, which is restored every day so that the next day the crows
may cone again to eat it, and Pronetheus inpotently watches this daily
feast. But Prometheus can act. He has enough power to put an end to this
atroci ous puni shnent; he has only to repent before Zeus, the highest of
the gods, and he will be forgiven. Pronetheus' freedomconsists in his
being able to end his own tornent the nonent he chooses, but he deci des,
freely, not to do it. Hegel also tells the story of a painting by
Murill o which shows a nother about to spank her child, who defiantly
continues to hold a banana in his hand, on the point of eating it. The
di fference between the physical power of nother and child does not
prevent the child from havi ng enough freedomto defy his nore powerfu
not her. For that reason, one can wite a work about a character who is
injail, provided that he has the spiritual freedomto choose. There are
ot her characteristics which are inportant for the construction of a
dramatic work: 1. The freedom of the character should not be exercised
Wth respect to the accidental, the |east inportant, the contingent, but
rather in those areas which are the npst universal, the nost rational
the nost essential, the nost significant for human life. The famly, the
country, the state, norality, society, etc., are interests worthy of the
human spirit, and therefore of dramatic poetry. 2. Art in general and
dramatic poetry in particular play with concr! ete real ities and not
with abstractions: it is therefore necessary that the particular be seen
in the universal. Philosophy deals with abstractions, mathenatics with
nunbers, but the theater deals with individuals. It is necessary, then
to show themin all their concretion. 3. Precisely because the genera
interests dealt with in the
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uni versal (and not, on the contrary, idiosyncratic characteristics),
those notivating forces of the human spirit are ethically justifiable.
That is, the individual will of a character is the concretion of a nora
val ue, the good of the famly. When these two individual wills clash, in
reality two noral values collide. It is necessary for this conflict to
end in repose, as Hegel views it, so that the noral dispute can be
resolved: Who is right? Wiich is the greater value? In this particul ar
case the concl usion shows that both noral values are right, though their
expressi on may be exaggerated. The error is not in the value itself, but
inits excess. 4. In order for tragedy to occur, if it is to be a true
tragedy, the ends pursued by the characters must be irreconcilable; if a
possibility of conciliation should exist, the dramati c work woul d bel ong
to another genre, the drama. O all these Hegelian argunents, the one
whi ch nost obviously characterizes his poetics is the one which insists
on the character's nature as subject; that is, the argunment that all
exterior actions have their origin in the character's free spirit.
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A Wrd Poorly Chosen The Marxi st poetics of Bertolt Brecht does not
stand opposed to one or another fornal aspect of the Hegelian idealist
poetics but rather denies its very essence, asserting that the character
is not absol ute subject but the object of economc or social forces to
whi ch he responds and in virtue of which he acts. If we were to nmake a
| ogi cal analysis of a dramatic action typically belonging to Hegelian
poetics, we would say that it is a sinple sentence with subject, verb,
and direct object. Exanple: "Kennedy invaded Gr each!" Here, the
Hegel i an subject is "Kennedy," whose inner spiritual inpulses were
externalized in the formof ordering the invasion of Cuba; "invade" is
the verb and "G r each" the direct object. On the other hand, if it is
with reference to a Marxist poetics of the type proposed by Brecht, the
| ogi cal anal ysis woul d reveal the necessary presence of a main clause
and a subordinate clause, in which "Kennedy" woul d continue to be the
subj ect; but the subject of the main clause would be another. The
sentence which woul d best explain ..ERR COD: 3.
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is not sinply "epic": it is Marxist and, being Marxist, can be lyrical
dramatic, or epic. Many of his works belong to one genre, others to
another, and still others to a third. Brecht's poetics enbraces |yrical

as well as dramatic and epic works. Brecht hinself becane aware of his
initial mstake and, in his last witings, began to call his poetics,
"dial ectical poetics" - which is also a m stake, considering that

Hegel 's poetics, too, is dialectical. Brecht should have called his by
its nane: Marxi st poetics! But at the tine when he threw doubt on the
initial designation, many books had al ready been witten and the
confusi on was al ready established. Utilizing now the outline of

di fferences between idealist poetics and that of Brecht, an outline that
he includes in his preface to Mahagonny, the follow ng analysis is an
attenpt to point out which are the differences of genus and which are of
species. In the outline we also include differences nmentioned by Brecht
in other works. It is not a "scientific" outline, and many of its termns
are vague and inprecise. But if we keep in mnd the fundanental

di fference - Hegel views the character as an absol ute subject while
Brecht sees himas object, as a spokesnman for econonic
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THEATER OF THE OPPRESSED and social forces - if we keep this in mnd

all the secondary differences will becone clearer. Sone of the
di fferences shown by Brecht actually refer nore to differences between
the epic, dramatic, and lyrical forms. They are: |. Bal ance,

subjectivity-objectivity; 2. Formof plot, whether or not it tends to
the three unities; 3. Each scene does or does not determ ne, causally,
the next scene; 4. dimactic rhythm or linear narrative rhythm 5.
Curiosity for the denouenent, or curiosity for the devel opnent;
suspense, or scientific curiosity for a process; 6. Continuous

evol ution, or sporadic progression; 7. Suggestions, or argunent?
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is based on a conflict. structure of these contradictions. >4. It
creates enpat hy, which consists in an enotional 4. It "historicizes" the
dramatic action, transfornmng a , conprom se of the spectator, depriving
hi mof the the spectator into observer, arousing his critical cona 2
possibility of acting. sciousness and capacity for action. An 5. At the
end, catharsis "purifies" the spectator. 5. Through know edge, it drives
the spectator to action. 6. Enption. 6. Reason. 0 At the end, the
conflict is resolved, and a new scheme 7. The conflict is |eft

unresol ved, and the fundanental wlls is created. contradiction
emerges with greater clarity. 8 Hamartia prevents the character's
adaptation to soci 8. The personal faults that the character may have are
ety, and this is the fundanental cause of the dramatic never the direct,
fundament al cause of the dramatic action. action. 9. Anagnorisis
justifies the society. 9. The know edge acquired reveals the faults of
the 10. It is action in the present. society. 11. Experience. 10. It is
narration. 12. It arouses feelings. 1 1. Vision of the world. 12. It
demands deci sions. Differences between the socalled "dramatic" and
"epic" forns of theater, according to Brecht. 9



Page 96

2. Machiavelli and the Poetics of Virt e Feudal Abstraction The

Bour geoi s Concretion Machi avelli and Mandragol a Modern Reductions of
Virt tes 3. Hegel and Brecht: The Character as Subject or the Character
as bject? The "Epic" Concept Types Does Thought Determ ne Being (or
Vice Versa)? As we have seen, in all the idealist poetics (Hegel
Aristotle, and others) the character is "born" with all his faculties
and is already predisposed to feel and act in certain ways. Hi s
fundanental characteristics are i nmanent. On the other hand, for Brecht
"human nature" does not exist, and therefore nobody is what he is "just
because.” To clarify this difference, we can cite sone exanples from
Brecht's works in which the action is deternmined by the character's
social function. First, the classic exanple of the Pope carrying on a
di al ogue with Galileo Galilei and showing himhis full synpathy and
support while his aides dress himas Pope. Wen he finishes dressing,

t he Pope declares that even if froma personal point of view he m ght
agree with Galileo, the latter will have to recant or answer to the

I nquisition. The Pope, as long as he is Pope, acts as Pope. Ei senhower
proposed the invasion of Vietnam Kennedy began to carry it out, and
Johnson took it to genocidal extrenmes. Nixon, perhaps the greatest

scoundrel of themall, was forced to nake peace. Wo is the crinminal?
The President of the United States of Anerica: all, and any one, of
theml Anot her exanple: the good soul Shen Te, a very poor prostitute,
suddenly receives a large inheritance and beconmes a mllionaire. Since

she is very good, she cannot say "no" to all the friends, neighbors,
relatives, and acquai ntances who ask her for
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The Character as Subject or the Character as Object 97 noney. But as a
very rich person, she decides to assune a new personality: she disguises
hersel f as Shui Ta and pretends to be a cousin. Kindness and wealth
cannot wal k together. If a rich man could be kind, he would inevitably -
out of kindness - give all his riches to the needy. In the sane play an
avi ator dreans poetically of the blue sky. But Shen Te (Shui Ta) offers
himthe enviable and well-paid position of foreman in a factory.

I medi ately the poetic pilot forgets the blue sky and only concerns
hinmself with exploiting the workers nore in order to obtain nore profit.
Those are exanpl es which show that social being, as Marx said,

determ nes social thought. For this reason, the ruling classes pretend
ki ndness and becone reform st in critical nonents; they give a little
nore nmeat and bread to the social beings who are workers, in the belief
that a social being will be Iess revolutionary to the extent that he is
| ess hungry. And this nmechanismworks. It is not for any other reason
that the working classes in capitalist countries show so little
revolutionary spirit, and rather prove to be reactionary, like the
majority of the proletariat in the United States. They are social beings
with refrigerators, cars, and houses who certainly do not have the sane
soci al thoughts as those Latin American beings who, by and large, live
in sluns, suffer hunger, and have no vestige of protection agai nst

di sease and unenpl oynent.
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Can Man be Changed? In A Man is a Man Brecht shows Gly Gay, a good man
whose parents' identity is unknown to him an obedi ent bei ng who | eaves
hi s house one norning to buy, a fish for lunch. On his way he neets a
patrol of three soldiers who have |lost the fourth, w thout whomthey
cannot return to headquarters. They take hold of Galy Gay and make hi m
sel lan el ephant to an old woman, in order to conprom se him Since he
does not have an el ephant handy, two of the soldiers disguise thensel ves
as the animal. The old wonman agrees to buy the el ephant, for which she
pays a certain sum and poor Galy Gay becones convinced that an el ephant
is anything a person nay be inclined to buy as an el ephant, as |long as
there is noney, By selling it he commts an act of theft, since it was
an el ephant belonging to H's Majesty. Poor Galy Gay, who went to narket
one beautiful norning to buy a little fish, steals an el ephant which is
not an el ephant, sells it to an old woman who is not a buyer, and in
order not to be punished disguises hinself as Jeriah Jip, changes into
Jeriah Jip, and ends up as a war hero, attacking his enem es ferociously
and asserting an atavic and ancestral thirst for blood. Before the
spectators' eyes, says Brecht, a human being - a human "nature" - has
been put together and taken apart. For the sake of clarity we should
poi nt out that Brecht does not contend that the human being in other
poetics is always unalterable. In Aristotle hinself the hero ends up
under st andi ng hi s
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changes. But Brecht presents us with a broader, nore total nodification
Gly Gay is not Galy Gay; he does not exist purely and sinply. Galy Gay
is not Galy Gay, but rather is everything that Galy Gay i s capabl e of
doing in particular situations. In his story "The Chil dhood of a
Leader," Sartre shows a young nman who by chance states that he does not
like a certain person because that person is a Jew, it becones known
that he does not like Jews. At a party he is introduced to a certain man
and, upon learning that he is a Jew, the future | eader refuses to shake
his hand. Later, the character becones a rabid anti-Semte. The
procedures used by Sartre and Brecht have points in comobn, as well as
di fferences. Common to both is the fact that neither the anti-Semtism
of Sartre's young nman nor the heroismof Galy Gay is inmanent; these
gqualities are not born with the characters; they are not Aristotelian
faculties transfornmed into passions and habits. Rather they are
characteristics that happened to be acquired in social life. But there
are fundanmental differences: the | eader evolves realistically through a
sequence of causes and effects, while the Brechtian hero is dissected,
di sassenbl ed, and reassenbled. There is no realismhere. It is an al npst
scientific denonstration carried out through artistic neans.
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Conflict of WIlls or Contradiction of Needs? As we have al ready seen,
regardl ess of who the President of the United States of Anerica may be,
he will always have to defend the npbst reactionary inperalist interests.
His individual will determ nes nothing. The action does not devel op as
it does because he is the person he is; it would develop in the sane
manner even if he were conpletely different. It is necessary to clarify
t he possible confusion arising fromthe fact that Hegel also insists
that the tragic conflict is an inevitability, a necessity. But while he
does indeed speak of necessity, it is a necessity of a noral nature.
That is, norally the characters cannot avoid being what they are and
doi ng what they do. Brecht, on the other hand, does not speak of noral
but of social or economic necessities. Maul er beconmes good or bad,
pardons or orders executions, not because of personal characteristics of
ki ndness or evil, not because he thinks this way or that, but rather
because he is a bourgeois who has to increase his profits nore and nore.
When the wife of Dullfeet, nmurdered by Arturo U, neets the nurderer,
she feels the inpulse to spit in his face, but she conmes as a
"proprietor," and ends up at his side - the two of themwalking armin
armwith a very satisfied expression on their faces, follow ng the
casket of the dead man: the nmurderer and the w dow are partners and so,
what do their personal sentinents matter? They nust | ove each other,

al ways in search of profit!
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The Character as Subject or the Character as Object 101 Brecht does not
mean to say that individual wills never intervene: what he wants to
affirmis that they are never the determ ning factor of the fundanental
dramatic action. In the last instance cited, for exanple, the young

wi dow, at the beginning of the scene, lets her will run free; her hatred
for U, as well as the whole scene, changes little by little as U
demonstrates to her the inoperability of individual wills and the

i nflexible determ nati on of social needs. The scene advances; the
dramati c action devel ops through the contradiction of social needs (in
this case, and alnost always in capitalismit is a question of the
desire for ever increasing profit).
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Enpat hy or What? Enotion or Reason? As we have seen in "Aristotle's
Coercive Systemto Tragedy," enpathy is the enotional relationship which
is established between the character and spectator and which provokes,
fundanental |y, a del egation of power on the part of the spectator, who
becomes an object in relation to the character: whatever happens to the
| atter, happens vicariously to the spectator. In the case of Aristotle,
the enpathy he recomends consists in the enotional tie which invol ves
two basic enotions: pity and fear. The first binds us (the spectators)
to a character who suffers a tragic fate that is undeserved, given his
great virtues, and the second refers to the fact that that character
suffers the consequences of possessing sonme fault which we al so possess.
But enpathy does not necessarily refer only to those two enptions - it
can be realized through many ot her enotions, too. The only indi spensable
el enent in enpathy is that the spectator assunmes a "passive" attitude,
del egating his ability to act. But the enption or enotions which provoke
t hat phenomenon can be any - fear (e.g., seeing filnms about vanpires),
sadi sm sexual desire for the star, or whatever. W should note,
furthernore, that already in Aristotle enpathy did not appear al one, but
simul taneously with another type of relation: dianoia (character's

t hought -spectator's thought). That is, enpathy was the result of the
ethos, but the action of dianoia also provoked the action of a relation
whi ch John Gassner called "enlightennent."
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The Character as Subject or the Character as Object 103 Wat Brecht
asserts is that in idealist works the enotion acts by and for itself,
produci ng what he calls "enotional orgies," while a materialist poetics
- whose objective is not only that of interpreting the world but al so of
transformng it and making this earth finally habitable - has the
obligation of showi ng how the world can be transforned. A good enpathy
does not prevent understanding and, on the contrary, needs understandi ng
precisely in order to avoid the spectacle's turning into an enoti ona
orgy and the spectator's purging of his social sin. Wat Brecht does,
fundanentally, is to place the enphasis on understanding (enlightnent),
on dianoia. At no tine does Brecht speak agai nst enotion, though he

al ways speaks agai nst the enotional orgy. He says that it would be
absurd to deny enotion to nodern science, thus clearly indicating that
his position is entirely favorable to that enotion which is born of pure
know edge, as opposed to the enption which is born out of ignorance.
Before a dark room from which a screamis hear, a child becones
frightened: Brecht is against any attenpts to nove the spectator with
scenes of this type. But if Einstein discovers that E=ntz, the formula
of the transformation of matter into energy, what an extraordinary
enotion! Brecht is totally in favor of this type of enotion. Learning is
an enotional experience, and there is no reason to avoid such enotions.
But at the sane tine, ignorance causes enotions, and one nust oppose
enptions of this kind! How can one fail to be noved when Mt her Courage
| oses her sons, one by one, in the war? lInevitably, the spectator is
moved to tears. But the enption caused by ignorance must be avoi ded: |et
no one weep over the "fate" that took Mdther Courage's sons from her

Let one cry rather with anger against war and agai nst the commerce of
war, because it is this comerce that takes away the sons of Mt her

Cour age. Anot her conparison may help ! to clari fy the distinction:
there is a remarkabl e parallel between Riders to the Sea, by the
Irishman J. M Synge, and Sehora Carrar's Rifles. The two works are
tremendously noving. The stories are very simlar: two nothers whose
sons are lost at sea. In Synge's work the sea itself is the nurderer

the waves, fate. In Brecht, it is the soldiers who shoot innocent
fishermen. Synge's work produced a violent enption, caused by the sea -
unknown, inpenetrable, fateful
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THEATER OF THE OPPRESSED Brecht's work arouses a deep enotion of hatred
agai nst Franco and his fascist followers! In both cases enption is
produced, but of different colors, for different reasons, and with
different results. W nust enphasize: Wiat Brecht does not want is that
the spectators continue to | eave their brains with their hats upon
entering the theater, as do bourgeois spectators.
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Cat harsi s and Repose, or Know edge and Action? As we renmarked
previously, Hegel maintains that the tunmult of human passions and
actions making up the dramatic work is foll owed by a state of repose.
Aristotle |ikew se speaks of a systemof wills that represent

concretely, individually, the justifiable ethical values, and which cone
into conflict because one of the characters possesses a tragic flaw, or
commts a 'tragic error. After the catastrophe, when the flaw is purged,
serenity returns necessarily; equilibriumis re-established. The two

phi | osophers seemto say that the world returns to its perenni al
stability, its infinite equilibrium its eternal repose. Brecht was a
Mar xi st; therefore, for him a theatrical work cannot end in repose, in
equilibrium It nust, on the contrary, show the ways in which society

| oses its equilibrium the body becones, during working hours, a kind of
pedestal, while arms and fingers are active. The watchman, on the other
hand, nust wal k continually during his eight-hour shift and consequently
wi || devel op nmuscul ar structures that facilitate wal king. The bodies of
bot h becone alienated in accordance with their respective types of work.
The sanme is true of any person whatever the work or social status. The
conbi nati on of roles that a person nust performinposes on hima "mask"
of behavior. This is why those who performthe sane roles end up
resenbling each other: artists, soldiers, clergynen, teachers, workers,
peasants, | andlords, decadent nobl enen, etc. Conpare the angelical
placidity of a cardinal wal king in heavenly bliss through the Vatican
Gardens with, on the other hand, an aggressive general giving orders to
his inferiors. The former wal ks softly, listening to celestial nusic,
sensitive to colors of the purest inpressionistic delicacy: if by chance
a small
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THEATER OF THE OPPRESSED | i beration of the classes oppressed by
capital. Hegel and Aristotle see theater as a purging of the spectator's
"anti establishnent" characteristics; Brecht clarifies concepts, reveals
truths, exposes contradictions, and proposes transformations. The forner
desire a quiet somol ence at the end of the spectacle; Brecht wants the
theatrical spectacle to be the beginning of action: the equilibrium
shoul d be sought by transform ng society, and not by purging the
i ndi vidual of his just demands and needs. In this respect, it is
worthwhile to focus attention on the end of the play Sehora Carrar's
Rifles, referred to so many tines as an "Aristotelian” work. Wy is it
described in this way? Because it is a realistic work, which conforns to
the fanous "three unities" of tinme, place, and action. But there all the
supposed Aristotelian characteristics of the work end. To assert that
Sehora Carrar's Rifles is Aristotelian because the heroine is "purged"
of aflaw, is to argue falsely, evading the essence of the problem
Therefore we nust repeat: catharsis takes away fromthe character (and
thus fromthe spectator, who is enpathically manipul ated by the
character) his ability to act. That is, it takes away pride,
haughti ness, unilateralness in the love for the gods, etc., which are
conducive to attitudes favorable to social change. Carrar, however
purges herself of non-action. Her |ack of know edge prevented her from
acting in favor of a just cause, and consequently she desired the
neutrality in which she believed and attenpted to abstain fromaction by
refusing to offer the rifles that were in her possession. The G eek
tragi c character |oses his propensity to act. Se Carrar, on the
contrary, becones actively engaged in the civil war, because, while
anagnorisis justifies society, the acquired know edge here reveals the
flaws, not of the character, but those of the society which nust be
changed. Hence Brecht's assertion that the idealist theater arouse! s
feelin gs while the Marxi st theater demands decisions. Sehora Carrar
makes a decision and starts to act; therefore, she is not Aristotelian.
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How to Interpret the New Wrks? Rather than attenpting to explain at

| ength the spectatorcharacter relation proposed by Brecht to replace the
relation of an enotional, paralyzing nature -which he condemmed in the
Cerman bourgeois theater (or the bourgeois theater of any other
nationality) -we quote below a portion of a poemhe wote in 1930, "On
the Everyday Theatre": Look - the nan at the corner re-enacting The
accident. This he gives the driver at his wheel To the crowd for trial
Thus the victim who seens old. OF each he only gives so nmuch That the
acci dent be understood Yet each |lives before your eyes And each he
presents in a manner To suggest the accident avoidable. So the event is
understood And yet can still astound: The nobves of both could have been
different. Now he shows how both coul d have noved To circument the
accident. This witness is free fromsuperstition. Never to the stars
Does he abandon his nortals But only to nake their own m stakes.
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THEATER OF THE OPPRESSED Notice too How serious and careful his
imtation. He knows that nuch depends on his precision: Wether the

i nnocent is ruined, Whether the injured one receives his conpensation
See hi m now do what he has already done Over again. He hesitates, Calls
on his nmenory's aid, Doubts if his imtation is truly good, Stops to
demand correction for this detail or that. Cbserve with reverence. And
observe with astonishment: This imtator never |oses hinself in his
imtation. Never does he |l end hinself whole To the person he plays. He
remai ns, di sengaged, the one who shows. The nman he represents has not
confided in him Nor does he share The feelings or views of this nan. He
knows but little of him H's imtation does not engender A third
Composed in roughly equal parts O himand the other, Athird in whom
but one heart beats And one brain thinks. Hs senses collected he, the
perforner, Stands and gives us The man next door, A stranger. In your
theatres You would take us in Wth your magical transfornati on Sonmewhere
bet ween Dressing room and stage: An actor |eaves his room A king enters
the play, And at this |I've seen the stage hands Laugh out loud with
their bottles of beer. Qur perfornmer there on the corner Spins no such
spell. He's no sleep-wal ker you may not address, Nor high priest at

servi ce.
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The Character as Subiect or the Character as Object 109 Interrupt as you
will. Calmy he will reply And when you have had your say Continue his
performance. Don't declare this man is not an artist. By creating this
di stinction between the world and yoursel ves You bani sh yoursel ves from
the world. If you declare: He is no artist, He nmay reply: You are not
men. A worse reproach by far. Declare instead: He is an artist because a
man." The poem continues and says much nore. But we have quoted enough
to suit our purpose here: the poemclarifies very well the differences
bet ween the bourgeois artist-high priest, elite artist, the unique

i ndi vi dual (who, precisely because he is unique, can be sold at a better
price: the star, whose nane appears before the title of the work, before
t he subject and thenme, before the contents of what is going to be seen)

- and, by contrast, the other artist, the man: the man, who because he
is a man, is capable of being what nen are capable of being. Art is

i manent to all nmen, and not only to a select few, art is not to be
sold, no nore than are breathing, thinking, loving. Art is not

nmer chandi se. But for the bourgeoisie everything is a conmmodity: man is a
commodity. And this being so, all the things that man produces wil |

i kewi se be commpdities. Everything is prostituted in the bourgeois
system art as well as love. Man is the suprene prostitute of the

bour geoi si e!
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The Rest Does Not Count: They Are M nor Fornal Differences Between the
Three Genres. The other differences pointed out by Brecht between his
proposed conception of theater and the conceptions generally accepted in
his tinme are in fact differences between the three possible genres of
poetry. For exanmple, with regard to the bal ance between subjectivity and
objectivity, also in the poetics of Brecht one can find a predom nance
of the objective (epic), the subjective (lyrical), or an equilibrium of
the two (dramatic). In the latter case, it is obvious that characters
such as Mot her Courage, Se Carrar, Galileo Glilei, Muler, and other
"dramatic" characters are objects of econonmic forces at work in reality
and, in turn, they thenselves act upon reality. On the other hand,
characters such as Coolie or the Merchant of The Exception and the Rule,
t he conpani ons of He Who Says Yes, Galy Gay, Shui Ta of the The Good
Wman of Setzuan, and others, are characters in which the function of

obj ective spokesnman clearly predom nates: the subjectivity of these
characters is atrophied in favor of clarity in the exposition. At the
opposite extrene, subjectivity prevails without restraint in the lyrical
characters of In the Jungle of Cities and of other works still
expressioni stic. Expressionism"expresses" the real subjectively,

wi thout showing it. As for the tendency to concentrate action, tinme, and
pl ace - observed by Brecht in previous poetics - this is true only with
respect to previous dramatic works. Literary works of a lyrical,
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The Character as Subject or the Character as Object 111 expressionistic,
or surrealistic type, for exanple, do not tend to conformto that
pattern, and neither did the Shakespearean and El i zabet han plays in
general. Wiile the concentration to which Brecht refers is proper only
to the dramatic genre, and is totally absent fromthe lyrical and epic
genres, it is furthernore proper to the dramatic genre in both poetics -
i dealist and materialist, Hegelian and Marxist. Al the other
characteristics that Brecht points to belong |likewise to the dramatic
genre, and not to Hegelian or Brechtian poetics. Continuous evol ution,
or novenent by leaps? It cannot be said that the devel opnent of
Strindberg's Lucky Peter's Journey is a continuous one, with its
surrealistic characters changing into animals or such things. And what
is to be said of films |ike The Cabinet of Dr. Caligari, Metropolis,
etc.? Oten the idealist plays of a highly subjective style lose their
ties with credibility, with objectivity; it is a tendency inherent in

t hose styles, and which in surrealismreaches a paroxysm of no
conpromi se with the objective world. Likewi se, with reference to the
causal relation of one scene to the followi ng one, this indeed hol ds
true for dramatic, but not for epic or lyrical works. The outline of
Brecht's poetics points up a scientific curiosity for the process rather
than a norbid curiosity for the denouenent. And this is true, but one
has to take it in a relative sense: we cannot say that there is no
curiosity regarding the outcone of the trial of Azdak (Wth whom wil|
the child remain at last? Wio is his true nother?). Mrbid curiosity is
found in its plenitude (and to an exclusive extent) only in nystery
novels a la Agatha Christie or filnms a la Htchcock, with or w thout
vanpires. In the sane way that there is suspense in Azdak's trial or in
the death of Mther Courage's nute daughter, An Eneny of the People
arouses an intense scientific curiosity for the devel opnment of t! he

i ber al bourgeois nechani sns. Brecht fought for the acceptance of a new
poetics and therefore necessarily radicalized his positions and
statenents. But those necessarily radical positions have to be

under stood di al ectically because Brecht hinself was the first to do the
contrary, of what he hinself preached, provided it was necessary.
repeat: provided it was necessary. Another itemin the outline cited
above is also rather inprecise: suggestions or argunents? Brecht does
not nean that, before him no other author had utilized argunents, but
only
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|1z THEATER OF THE OPPRESSED suggestions, in his work. To understand
Brecht nore clearly here, we should recall that in his viewthe artist's
duty consists not in showing true things but in revealing how things
truly are. And howis this to be done? And for whomis it to be done? No
one can answer these questions better than Brecht hinself. ". . . |
cannot say that the dramatic witing which I call 'nonAristotelian,' and
the epic style of acting that goes with it, represent the only solution
However, one thing has becone quite plain: the present-day world can
only be described to present-day people if it is described as capabl e of
transformati on. 1112 And furthernore: "It is in the interest of the
peopl e, the broad working masses, that literature should give them
truthful representations of life; and truthful representations of life
are in fact only of use to the broad worki ng nmasses, the people; so that
t hey have to be suggestive and intelligible to them i.e. popular.™"
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Enpat hy or Gsnosis Enpathy nmust be understood as the terrible weapon it
really is. Enpathy is the nost dangerous weapon in the entire arsenal of
the theater and related arts (novies and TV). Its mechani sm (soneti nes

i nsidious) consists in the juxtaposition of two people (one fictitious
and another real), two universes, naking one of those two people (the
real one, the spectator) surrender to the other (the fictitious one, the
character) his power of making decisions. The man relinqui shes his power
of decision to the inmage. But here there is sonething nonstrous: when
man chooses, he does so in a real, vital situation, in his ow |ife;
when the character chooses (and therefore when he i nduces nman to
choose), he does so in a fictitious, unreal situation, |lacking all the
density of facts, nuances, and conplications that life offers. This
makes man (the real one) choose according to unreal situations and
criteria. The juxtaposition of two universes (the real and the
fictitious) also produces other aggressive effects: the spectator
experiences the fiction and incorporates its el enents. The spectator - a
real, living person - accepts as life and reality what is presented to
himin the work of art as art. Esthetic osnpbsis. Let us consider some
concrete exanpl es. The universe of Donald Duck's Uncle Scrooge is filled
wi th noney, with problens caused by noney, and with the eagerness to
acquire and
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THEATER OF THE OPPRESSED keep noney. Uncl e Scrooge, being a likable
character, establishes an enpathic relation with the readers or with the
spectators of the filnms (cartoons) in which he appears. Because of that
enpat hy, because of the phenonenon of the juxtaposition of two
uni verses, the spectators begin to experience as real, as their own,
those desires for profit, that propensity to sacrifice everything for
nmoney. The audi ence adopts the rules of the gane, as it does in playing
any ganme. In novies of the AOd Wst, undoubtedly the ability to handle a
gun and the skill in breaking a plate in flight with a single shot, or
i n knocking out ten bad nmen with a few punches, create the deepest
enpat hy between those cowboys and the young spectators at the matinees.
This occurs even in the case of a Mexican audi ence watching the Mexicans
bei ng knocked out while defending their [and. Through enpathy the
chil dren abandon their own universe, the need to defend what is theirs,
and i ncorporate, enpathically, the Yankee invader's universe, with his
desire to conquer the |lands of others. Enpathy functions even when there
is aconflict of interests between the fictitious universe and the
actual one of the spectators. That is why there is censorship: to
prevent an undesirabl e universe from being juxtaposed to the spectators'
uni verse. A love story, no matter how sinple it may be, can be the
vehicl e of the values of another universe which is not that of the
spectator. | am convinced that Hollywod has done nore damage to our
countries with the "innocent” novies than with those that deal directly
wWth nore or less political themes. Idiotic | ove stories of the type of
Love Story are nore dangerous, given the fact that their ideol ogica
penetration takes place sublimnally; the romantic hero works untiringly
to win the woman's | ove, the bad boss reforns and becones good (and goes
on being the boss), etc. The nbst recent success in American television,
"Sesane Street," is obvious pro! of of American "solidarity" in
relation to our poor, underdevel oped countries. Qur North Anerican
nei ghbors want to help us to becone educated, and they lend us their
educati onal nethods. But how do they educate? Showi ng a universe in
which children | earn. What do they learn? Letters, words, etc., of
course. The learning experience is based on little sketches which show
children |l earning how to use noney, howto
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..ERR, COD:1.. 1:102-10. 2Hegel, 4:100. 'Hegel, 4:102. 4Hegel, 4:103.
'Hegel , 4:103-04. 6Hegel, 4:249. 'Hegel, 4:251. 8Hegel, 4:259-60. 9See
Bertolt Brecht, Brecht on Theatre, ed. and trans. John Wllett (New
York: Hi Il and Wang, 1964), espec. p. 37. ' cht on Theatre, pp. 274-75.
"Bertolt ..ERR CQOD: 1.



Page 116



Page 117

..ERR, COD:1.. PCETICS OF THE OPPRESSED .. ERR, CCD: 1.



Page 118



Page 119

Poetics of the Cppressed In the beginning the theater was the

di thyranmbic song: free people singing in the open air. The carnival. The
feast. Later, the ruling classes took possession of the theater and
built their dividing walls. First, they divided the people, separating
actors from spectators: people who act and people who watch - the party
is over! Secondly, ampbng the actors, they separated the protagonists
fromthe mass. The coercive indoctrination began! Now t he oppressed
people are liberated thensel ves and, once nore, are making the theater
their own. The walls nust be torn down. First, the spectator starts
acting again: invisible theater, forumtheater, inmage theater, etc.
Secondly, it is necessary to elimnate the private property of the
characters by the individual actors: the "Joker" System Wth the two
essays that follow | attenpt to close the circle of this book. In them
we see sone of the ways by which the people reassunme their protagonistic
function in the theater and in society.
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Operation (Operaci | fabetizaci ntegral [ALFIN), directed by Al fonso

Li zarzaburu and with the participation, in the various sectors, of
Estela Li s, Luis Garrido Lecca, Ramilcha, and Jestis Ruiz Durand. The
met hod used by ALFIN in the literacy program was, of course, derived
fromPaulo Freire. In 1973, the revolutionary governnent of Peru began a

national literacy campaign called Operaci | fabetizaci ntegral with the
objective of eradicating illiteracy within the span of four years. It is
estimated that in Peru' s population of 14 mllion people, between three
and four million are illiterate or semilliterate. In any country the

task of teaching an adult to read and wite poses a difficult and
delicate problem In Peru the problemis magnified because of the vast
nunber of | anguages and di al ects spoken by its people. Recent studies
point to the existence of at |east 41 dialects of the two principal

| anguages, besi des Spani sh, which are the Quechua and the Aynara.
Research carried out in the province of Loreto in the north of the
country, verified the existence of 45 different | anguages in that
region. Forty-five | anguages, not nere dialects! And this is what is
perhaps the | east popul ated province in the country.
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Poetics of the Cppressed 121 This great variety of |anguages has perhaps
contributed to an understanding on the part of the organi zers of ALFIN,

that the illiterate are not people who are unable to express thensel ves:
they are sinply people unable to express thenselves in a particular
| anguage, which in this case is Spanish. Al idionms are "l anguages," but

there is an infinite nunber of |anguages that are not idiomatic. There
are many | anguages besides those that are witten or spoken. By |earning
a new | anguage, a person acquires a new way of knowi ng reality and of
passi ng that know edge on to others. Each |anguage is absolutely

i rreplaceabl e. Al |anguages conpl enent each other in achieving the

wi dest, nost conpl ete know edge of what is real.' Assuming this to be
true, the ALFIN project formulated two principal ains: 1) to teach
literacy in both the first |anguage and in Spanish w thout forcing the
abandonnment of the forner in favor of the latter; 2) to teach literacy
in all possible |anguages, especially the artistic ones, such as

t heater, photography, puppetry, filns, journalism etc. The training of
t he educators, chosen fromthe sane regions where literacy was to be
taught, was devel oped in four stages according to the speci al
characteristics of each social group: 1) barrios (neighborhoods) or new
vill ages, corresponding to our sluns (cantegril, favela, . . .): 2)

rural areas; 3) mning areas; 4) areas where Spanish is not the first

| anguage, which enbrace 40 percent of the population. O this 40
percent, half is made up of bilingual citizens who | earned Spanish after
acquiring fluency in their own indi genous | anguage. The other half
speaks no Spanish. It is too early to evaluate the results of the ALFIN
plan since it is still in its early stages. Wat | propose to do here is
to relate ny personal experience as a participant in the theatrica
sector and to outline the various experinments we made in considering the
t heater as | anguage, capable of being utiliz! ed by an y person, with or
wi thout artistic talent. W tried to show in practice how the theater
can be placed at the service of the oppressed, so that they can express
t hensel ves and so that, by using this new | anguage, they can al so

di scover new concepts.
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In order to understand this poetics of the oppressed one nust keep in

mnd its main objective: to change the people - "spectators," passive
beings in the theatrical phenonmenon - into subjects, into actors,
transfornmers of the dramatic action. | hope that the differences renain

clear. Aristotle proposes a poetics in which the spectator del egates
power to the dramatic character so that the latter nmay act and think for
him Brecht proposes a poetics in which the spectator del egates power to
the character who thus acts in his place but the spectator reserves the
right to think for hinself, often in opposition to the character. In the
first case, a "catharsis" occurs; in the second, an awakeni ng of

critical consciousness. But the poetics of the oppressed focuses on the
action itself: the spectator del egates no power to the character (or
actor) either to act or to think in his place; on the contrary, he

hi nsel f assunes the protagonic role, changes the dramatic action, tries
out solutions, discusses plans for change - in short, trains hinself for
real action. In this case, perhaps the theater is not revolutionary in
itself, but it is surely a rehearsal for the revolution. The |iberated
spectator, as a whole person, |aunches into action. No matter that the
action is fictional; what matters is that it is action! | believe that
all the truly revolutionary theatrical groups should transfer to the
peopl e the neans of production in the theater so that the people

thensel ves may utilize them The theater is a weapon, and it is the
peopl e who should wield it. But howis this transference to be achi eved?
As an exanple | cite what was done by Estela Linares, who was in charge
of the photography section of the ALFIN Plan. What woul d be the old way
to utilize photography in a literacy project? Wthout doubt, it would be
to photograph things, streets, people, |andscapes, stores, ete., then
show the pictures and di scuss them But who would take these pictures?
The instructors, group le! aders, o r coordinators. On the other hand,

if we are going to give the people the nmeans of production, it is
necessary to hand over to them in this case, the canera. This is what
was done in ALFIN The educators would give a canera to nmenbers of the
study group, would teach them how to use it, and propose to themthe
following: W are going to ask you sone questions. For this purpose we
wi |l speak in Spanish. And you nust answer us. But you can not speak in
Spani sh: you nust speak in "photography." W ..ERR, CQOD:3..
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their parents. A photo showing the interior of a shack fully answers the
guestion, where do you live? Every el enment of each photo has a speci al
meani ng, whi ch nmust be di scussed by the group: the objects focused on
the angle fromwhich the picture is taken, the presence or absence of
people init, etc. 2) To answer the sane question, a nman took a picture
of the bank of a river. The discussion clarified its nmeaning. The river
Ri mac, which passes through Linma, overflows at certain tines of the
year. This nakes life on its banks extrenely dangerous, since shacks are
often swept away, wth a consequent |oss of human lives. It is also very
common for children to fall into the river while playing and the rising
wat ers make rescue difficult. When a man answers the question wth that
picture, he is fundanental |y expressing angui sh: how can he work with
peace of mind knowi ng that his child may be drowning in the river? 3)
Anot her man phot ographed a part of the river where pelicans conme to eat
garbage in tinmes of great hunger; the people, equally hungry, capture,
kill and eat the pelicans. Showi ng this photo, the nman conmuni cated his
awar eness of living in a place where ironically the people wel coned
hunger, because it attracted the pelicans which then served to satisfy
their hunger. 4) A worman who had recently enmigrated froma snall village
inthe interior answered with a picture of the main street in her
barrio: the old natives of Linma |lived on one side of the street, while
those fromthe interior lived on the other. On one side were those who
saw their jobs threatened by the newconers; on the
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THEATER OF THE OPPRESSED ot her, the poor who had | eft everything behind
in search of work. The street was a dividing |ine between brothers
equal |y exploited, who found thensel ves facing each other as if they
were enem es. The picture hel ped to reveal their common condition
poverty on both sides - while pictures of the wealthier nei ghborhoods
showed who were their true enemes. The picture of the divided street
showed the need to redirect their violent resentnent.... Studying the
picture of her street Studying the picture of her street hel ped the
woman to understand her own reality. 5) One day a man, in answer to the
same question, took a picture of a child s face. O course everyone
t hought that the man had nmade a m stake and repeated the question to
him "You didn't understand; what we want is that you show us where you
live. Take a picture and show us where you live. Any picture; the
street, the house, the town, the river. " "Here is ny answer. Here
is where | live." "But it's achild. . . ." "Look at his face: there is
blood on it. This child, as all the others who |ive here, have, their
lives threatened by the rats that infest the whole bank of the river
Rimac. They are protected by dogs that attack the rats and scare them
away. But there was a nmange epidenic and the city dog-catcher cane
around here catching |l ots of dogs and taking themaway. This child had a
dog who protected him During the day his parents used to go to work and
he was left with his dog. But now he doesn't have it any nore. A few
days ago, when you asked nme where | lived, the rats had cone while the
child was sl eeping and had eaten part of his nose. This is why there's
so rmuch blood on his face. Look at the picture; it is ny answer. | live
in a place where things like this still happen.” | could wite a nove
about the children of the barrios along the river R mac; but only
phot ogr aphy, and no other | anguage, could express the pain of that
child s eyes, of those tears mxed with blood! . And, a s if the irony
and outrage were not enough, the photograph was in Kodachrone, "Mde in
U.S. A" The use of photography may help also to discover valid synbols
for a whole community or social group. It happens many tinmes that well
i ntentioned theatrical groups are unable to conmunicate with a nass
audi ence because they use synbols that are meani ngl ess for that
audi ence. A royal crown may synbolize



Page 125

Poetics of the Oppressed 125 power, but a synbol only functions as such
if its meaning is shared. For some a royal crown may produce a strong

i mpact and yet be neaningless for others. Wat is exploitation? The
traditional figure of Uncle Samis, for many social groups throughout
the world, the ultinmate synmbol of exploitation. It expresses to
perfection the rapacity of "Yankee" inperialism In Lim the people were
al so asked, what is exploitation? Many phot ographs showed the grocer;

others the landlord; still others, sone government office. On the
office. On the other hand, a child answered with the picture of a nai
on a wall. For himthat was the perfect synmbol of exploitation. Few

adults understood it, but all the other children were in conplete
agreenent that the picture expressed their feelings in relation to
exploitation. The di scussion explai ned why. The sinplest work boys
engage in at the age of five or six is shining shoes. Cbviously, in the
barrios where they live there are no shoes to shine and, for this
reason, they nmust go to downtown Lima in order to find work. Their

shi ne-boxes and other tools of the trade are of course an absol ute
necessity, and yet these boys cannot be carrying their equi pment back
and forth every day between work and hone. So they nust rent a nail on
the wall of some place of business, whose owner charges themtwo or
three soles per night and per nail. Looking at a nail, those children
are rem nded of oppression and their hatred of it; the sight of a crown,
Uncl e Sam or N xon, however, probably nmeans nothing to them It is easy
enough to give a canera to soneone who has never taken a picture before,
tell himhowto focus it and which button to press. Wth this al one the
means of phot ographic production are in the hands of that person. But
what is to be done in the case of the theater? The neans for producing a
phot ograph are enbodied in the canmera, which is relatively easy to
handl e, but the neans of producing theater are made up! of nman hinself,
obviously nore difficult to manage. W can begin by stating that the
first word of the theatrical vocabulary is the human body, the main
source of sound and novenent. Therefore, to control the neans of

t heatrical production, man nust, first of all, control his own body,
know his own body, in order to be capable of making it nore expressive.
Then
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THEATER OF THE OPPRESSED he will be able to practice theatrical forns
in which by stages he frees hinself fromhis condition of spectator and
takes on that of actor, in which he ceases to be an object and becones a
subject, is changed fromw tness into protagonist. The plan for
transform ng the spectator into actor can be systematized in the
followi ng general outline of four stages: First stage: Know ng the body:
a series of exercises by which one gets to know one's body, its
limtations and possibilities, its social distortions and possibilities
of rehabilitation. Second stage: Mking the body expressive: a series of
games by which one begins to express one's self through the body,
abandoni ng ot her, nore conmon and habi tual forms of expression. Third
stage: The theater as | anguage: one begins to practice theater as a
| anguage that is living and present, not as a finished product
di spl aying inages fromthe past: First degree: Simultaneous dranaturgy:
the spectators "wite" simultaneously with the acting of the actors;
Second degree: Inage theater: the spectators intervene directly,
"speaki ng" through inages made with the actors' bodies; Third degree:
Forum theater: the spectators intervene directly in the dramatic action
and act. Fourth stage: The theater as discourse: sinple fornms in which
the spectator-actor creates "spectacles" according to his need to
di scuss certain thenmes or rehearse certain actions. Exanples: 1)
Newspaper theater 2) Invisible theater 3) Photo-romance theater 4)
Breaki ng of repression S) Myth theater 6) Trial theater 7) Masks and
Rituals First Stage: Knowi ng the Body. The initial contact with a group
of peasants, workers, or villagers - if they are confronted with the
proposal to put on a theatrical performance - can be extrenely
difficult. They have
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THEATER OF THE OPPRESSED bird crosses the cardinal's path, one easily

i magi nes himtalking to the bird and addressing it with some ani abl e
word of Christian inspiration. By contrast, it does not befit the
general to talk with [ittle birds, whether he cares to or not. No
sol di er woul d respect a general who talks to the birds. A general mnust
tal k as soneone who gives orders, even if it is to tell his wife that he
| oves her. Likewise, a nmlitary man is expected to use spurs, whether he
be a brigadier or an adnmiral. Thus all mlitary officers resenble each
other, just as do all cardinals; but vast differences separate generals
fromcardinals. The exercises of this first stage are designed to "undo"
the nmuscul ar structure of the participants. That is, to take them apart,
to study and anal yze them Not to weaken or destroy them but to raise
themto the | evel of consciousness. So that each worker, each peasant
under st ands, sees, and feels to what point his body is governed by his
work. If one is able, in this way, to disjoint one's own nuscul ar
structures, one will surely be able to assenble structures
characteristic of other professions and social classes; that is, one
will be able to physically "interpret" characters different from
onesel f. Al the exercises of this series are in fact designed to
disjoint. Acrobatic and athletic exercises that serve to create nuscul ar
structures characteristic of athletes or acrobats are irrelevant here. |
offer the follow ng as exanples of disjunctive exercises: 1) Slow notion
race. The participants are invited to run a race with the aim of |o0sing:
the last one is the winner. Mwing in slow notion, the body will find
its center of gravity dislocated at each successive nmonent and so nust
find again a new nuscul ar structure which will maintain its bal ance. The
partici pants nust never interrupt the notion or stand still; also they
nmust take the | ongest step they can and their feet nust rise above knee
level. In this exercise, a 10-nmete! r run ca n be nore tiring than a
conventional 500-nmeter run, for the effort needed to keep one's bal ance
in each new position is intense. 2) Cross-legged race. The participants
formpairs, enbrace each other and interwine their legs (the left of one
with the right of the other, and vice versa). In the race, each pair
acts as if it were a single person and each person acts as if his mate
were his leg. The "l eg" doesn't nove alone: it nust be put in notion by
its nmate! 3) Monster race. "Mnsters" of four |legs are fornmed: each
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Poetics of the Oppressed 129 person enbraces the thorax of his mate but
in reverse position; so that the legs of one fit around the neck of the
other, formng a headl ess nmonster with four |egs. The nobnsters then run
a race. 4) Weel race. The pairs form wheels, each one grabbing the

ankl es of the other, and run a race of human wheels. 5) Hypnosis. The
pairs face each other and one puts his hand a few centineters fromthe
nose of his partner, who nust keep this distance: the first one starts
to nove his hand in all directions, up and down, fromleft to right,
slowy or faster, while the other noves his body in order to nmaintain

t he sanme di stance between his nose and his partner's hand. During these
nmovenents he is forced to assume bodily positions that he never takes in
his daily life, thus reform ng permanently his nuscul ar structures.
Later, groups of three are forned: one | eads and the other two foll ow,
one at each hand of the |eader. The latter can do anything - cross his
arns, separate his hands, etc., while the other two nust try to maintain
t he distance. Afterward, groups of five are fornmed, one as |eader and
the other four keeping the distance in relation to the two hands and
feet of the | eader, while the latter can do what he pl eases, even dance,
etc. 6) Boxing match. The participants are invited to box, but they
cannot touch each other under any circunstances; each one nust fight as
if he were really fighting but without touching his partner, who
neverthel ess nust react as if he had received each blow 7) Qut Wst. A
variation of the preceding exercises. The participants inprovise a scene
typi cal of bad western novies, with the pianist, the swaggering young
cowboy, the dancers, the drunks, the villains who cone in kicking the
sal oon doors, etc. The whole scene is perfornmed in silence; the

partici pants are not allowed to touch each other, but nust react to
every gesture or action. For exanple, an imaginary chair is thrown
against a row of bottles (also ima! ginary), the pieces of which fly in
all directions, and the participants react to the chair, the falling
bottles, etc. At the end of the scene all nust engage in a free-for-al
fight. Al these exercises are included in nmy book 200 Exerci ses and
Ganes for the Actor and for the Non-actor Wo Wants to Say Sonet hi ng
Through Theater. There are nmany nore exercises that can be used in the
same manner. | n proposing exercises it's
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participants to describe or invent others: in this stage, the type that
woul d serve to analyze the nmuscul ar structures of each participant. At
every stage, however, the nmmi ntenance of a creative atnosphere is
extremely inportant. Second Stage: Mking the Body Expressive. In the
second stage the intention is to devel op the expressive ability of the
body. In our culture we are used to expressing everything through words,
| eavi ng the enornous expressive capabilities of the body in an
under devel oped state. A series of "ganes" can help the participants to
begin to use their bodily resources for self-expression. | amtalking
about parlor games and not necessarily those of a theatrical |aboratory.
The participants are invited to "play," not to "interpret," characters
but they will "play" better to the extent that they "interpret" better
For exanple: In one game pieces of paper containing nanmes of aninals,
mal e and female, are distributed, one to each participant. For ten
m nut es, each person tries to give a physical, bodily inpression of the
ani mal named on his piece of paper. Tal king or making noi ses that would
suggest the animal is forbidden. The conmunication nust be effected
entirely through the body. After the first ten minutes, each participant
must find his mate anong the others who are inmitating the animals, since
there will always be a nale and a fermale for each one. Wen two
partici pants are convinced that they constitute a pair, they |eave the
stage, and the gane is over when all participants find their mates
t hrough a purely physical comrunication, without the utilization of
words or recogni zabl e sounds. Wat is inmportant in ganes of this type is
not to guess right but rather that all the participants try to express
t hensel ves through their bodies, sonething they are not used to doing.
Wthout realizing it they will in fact be giving a "dramatica
performance.” | renmenber one of these ganes pl! ayed in a slum area,
when a man drew the name hummi ngbird. Not knowi ng how to express it
physi cally, he renenbered neverthel ess that this bird flies very rapidly
fromone flower to another, stops and sucks on a flower while producing
a peculiar sound. So with his hands the man imtated the frenetic w ngs
of the hummi ngbird and, "flying" fromparticipant to participant, halted
bef ore each one of them
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it was tinme for himto look for his nate, this man | ooked all around hi m
and found no one who seened to be enough of a hunmingbird to attract
him Finally he saw a tall, fat man who was maki ng a pendul ar novenent
with his hands and, setting aside his doubts, decided that there was his
bel oved nate; he went straight to "her," making turns around "her" and
throwing little kisses to the air while singing joyfully,. The fat man
upset, tried to escape, but the other fellow went after him nore and
nore in love with his humm ngbird mate and singing with ever nore
anorous glee. Finally, though convinced that the other man was not his
mate, the fat one - while the others roared with |laughter - decided to
follow his persistent suitor off stage sinply to end the ordeal. Then
(for only then were they allowed to talk) the first man, full of joy,
cried out: "I amthe mal e hunm ngbird, and you are the female? Isn't
that right?" The fat one, very discouraged, | ooked at himand said: "No,
dummy, I'mthe bull. . . ." How the fat man could give an inpression of
a delicate hummingbird while trying to portray a bull, we will never
know. But, no matter: what does matter is that for 15 or 20 mi nutes al
those people tried to "speak” with their bodies. This type of ganme can
be varied ad infinitum the slips of paper can bear, for exanple, the
nanes of occupations or professions. |If the participants depict an
animal, it will perhaps have little to do with their ideology. But if a
peasant is called upon to act as a landlord; a worker, the owner of a
factory; or if a wonman nust portray a policenan, all their ideol ogy
counts and finds physical expression through the gane. The nanes of the
partici pants thenselves may be witten on slips of paper, requiring them
to convey inpressions of each other and thus revealing, physically,
their opinions and nutual criticisms. In this stage, as in the first,
regardl ess of how many ! ganes on e proposes to the participants, the
latter should al ways be encouraged to invent other games and not to be
passive recipients of an entertai nnent that cones fromthe outside.
Third Stage: The Theater as Language. This stage is divided into three
parts, each one representing a different degree of direct participation
of the spectator in the
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intervene in the action, abandoning his condition of object and assumni ng
fully the role of subject. The two preceding stages are preparatory,
centering around the work of the participants with their own bodi es. Now
this stage focuses on the thene to be discussed and furthers the
transition frompassivity to action. First degree: Sinmultaneous
dramaturgy: This is the first invitation nmade to the spectator to
i ntervene wi thout necessitating his physical presence on the "stage."
Here it is a question of performng a short scene, of ten to twenty
m nutes, proposed by a l|ocal resident, one who lives in the barrio. The
actors may inprovise with the aid of a script prepared beforehand, as
they nay al so conpose the scene directly. In any case, the performance
gains in theatricality if the person who proposed the thene is present
in the audi ence. Having begun the scene, the actors develop it to the
poi nt at which the main problemreaches a crisis and needs a sol ution.
Then the actors stop the performance and ask the audience: to offer
solutions. They inprovise imediately all the suggested sol utions, and
t he audi ence has the right to intervene, to correct the actions or words
of the actors, who are obligated to conply strictly with these
instructions fromthe audi ence. Thus, while the audi ence "wites" the
work the actors performit sinmultaneously. The spectator's thoughts are
di scussed theatrically on stage with the help of the actors. Al the
sol utions, suggestions, and opinions are revealed in theatrical form
The discussion itself need not sinply take the form of words, but rather
shoul d be effected through all the other elenents of theatrica
expression as well. Here's an exanple of how sinmultaneous dramaturgy
works. In a barrio of San Hilari in Linma, a wonan proposed a
controversial theme. Her husband, some years before, had told her to
keep some "docunents" which, according to him were extrenely i
nportant . The woman - who happened to be illiterate - put them away
wi t hout suspicion. One day they had a fight for one reason or another
and, renmenbering the docunents, the woman decided to find out what they
were all about, since she was afraid they had something to do with the
ownership of their small house. Frustrated in her inability to read, she
asked a nei ghbor to read the docunents to her. The | ady next door kindly
made haste to read the docunents, which to the surprise and
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docunments at all, but rather love letters witten by the mstress of the
poor worman's husband. Now this betrayed and illiterate wonan want ed
revenge. The actors inprovised the scenes until the nonent when the
husband returns hone at night, after his wife has uncovered the nystery
of the letters. The woman wants revenge: how is she to get it? Here the
action is interrupted and the participant who was interpreting the wonman
asked the others what should be her attitude in relation to her husband.
Al'l the wonmen of the audience entered into a lively exchange of views.
The actors listened to the different suggestions and acted them out
according to instructions given by the audience. Al the possibilities
were tried. Here are sone of the suggested solutions in this particular
case: 1) To cry a lot in order to make himfeel guilty. One young wonan
suggested that the betrayed worman start to cry a lot so that the husband
m ght feel bad about his own behavior. The actress carried out this
suggestion: she cried a |lot, the husband consol ed her, and when the
crying was over he asked her to serve his dinner; and everything

renmai ned as it was before. The husband assured her that he had al ready
forgotten the mstress, that he loved only his wife, etc., etc. The

audi ence did not accept this solution. 2) To abandon the house, |eaving
her husband al one as a puni shnent. The actress carried out this
suggestion and, after reproaching her husband for his w cked behavior,
grabbed her things, put themin a bag, and left himal one, very |onely,
so that he would learn a | esson. But upon | eaving the house (that is,

her own house), she asked the public about what she should do next. In
puni shi ng her husband she ended up punishing hersel f. Where would she go
now? Where could she live? This punishnent positively was not good since
it turned against the punisher, herself. 3) To | ock the house so that

t he husband woul d have to g! o away. This variation was al so rehearsed.
The husband repeatedly begs to be let in, but the wife steadfastly
refused. After insisting several tinmes, the husband comented: "Very
well, I"lIl go away. They paid ne ny salary today, so |I'll take the noney
and go live with my mstress and you can just get by the best way you
can." And he left. The actress commented that she did not like this

sol ution, since the husband went
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the wife? How is she going to |ive now? The poor worman does not make
enough nmoney to support herself and cannot get al ong w thout her
husband. 4) The | ast solution was presented by a | arge, exuberant wonan;
it was the solution accepted unaninously by the entire audi ence, nmen and
wonen. She said: "Do it like this: et himcone in, get areally big
stick, and hit himwth all your might - give hima good beating. After
you' ve beat himenough for himto feel repentant, put the stick away,
serve himhis dinner with affection, and forgive him " The actress
perforned this version, after overconing the natural resistence of the
actor who was playing the husband, and after a barrage of blows - to the
amusenent of the audience - the two of themsat at the table, ate, and
di scussed the | atest nmeasures taken by the governnment, which happened to
be the nationalization of American conpanies. This formof theater
creates great excitenent anong the participants and starts to denolish
the wall that separates actors from spectators. Sonme "write" and others
act al nost sinmultaneously. The spectators feel that they can intervene
in the action. The action ceases to be presented in a determnistic
manner, as something inevitable, as Fate. Man is Man's fate. Thus
Man-t hespectator is the Greater of Man-the-character. Everything is
subject to criticism to rectification. Al can be changed, and at a
nonent's notice: the actors nust always be ready to accept, w thout
protest, any proposed action; they nmust sinply act it out, to give a
live view of its consequences and drawbacks. Any spectator, by virtue of
being a spectator, has the right to try his version - without
censorshi p. The actor does not change his main function: he goes on
being the interpreter. Wat changes is the object of his interpretation.
If fornmerly he interpreted the solitary author |ocked in his study, to
whom di vine inspiration dictated a fini! shed tex t, here on the
contrary, he nust interpret the mass audi ence, assenbled in their |ocal
conmttees, societies of "friends of the barrio," groups of neighbors,
school s, unions, peasant |eagues, or whatever; he nust give expression
to the collective thought of men and wonen. The actor ceases to
interpret the individual and starts to interpret the group, which is
much nore difficult and at the same time nmuch nore creative.
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"scul pted" opinion. Mdifications can be rehearsed: the spectator has
the right to nodify the statues in their totality or in sone detail

When finally an inage is arrived at that is the nost acceptable to all,
then the spectator-scul ptor is asked to show the way he would |ike the
given thene to be; that is, in the first grouping the actual image is
shown, in the second the ideal inage. Finally he is asked to show a
transitional image, to show how it would be possible to pass from one
reality to the other. In other words, how to carry out the change, the
transformati on, the revolution, or whatever termone wi shes to use.

Thus, starting with a grouping of "statues" accepted by all as
representative of a real situation, each one is asked to propose ways of
changing it. Once again, a concrete exanple can best clarify the matter.
A young woman, a literacy agent who lived in the village of QGuzco, was
asked to explain, through a grouping of live inages, what her home town
was like. In Otuzco, before the present Revolutionary CGovernment,z there
was a peasant rebellion; the landlords (that no |l onger exist in Peru),

i mprisoned the | eader of the rebellion, took himto the main square,

and, in front of everyone, castrated him The young woman from Quzco
conposed the inage of the castration, placing one of the participants on
the ground whil e anot her pretended to be castrating himand
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one side she placed a woman prayi ng, on her knees, and at the other side
a group of five nen and wonen, also on their knees, with hands tied
behind their backs. Behind the nman being castrated, the young woman
pl aced another participant in a position obviously suggestive of power
and vi ol ence and, behind him two arned nmen pointing their guns at the
prisoner. This was the inmage that person had of her village. A terrible,
pessim stic, defeatist image, but also a true reflection of sonething
that had actually taken place. Then the young woman was asked to show
what she would want her village to be like. She nodified conpletely the
"statues" of the group and regrouped them as people who worked in peace
and | oved each other - in short, a happy and contented, ideal Quzco.
Then cane the third, and nost inportant part, of this formof theater:
how can one, starting with the actual image, arrive at the ideal inage?
How to bring about the change, the transformation, the revol ution? Here
it was a question of giving an opinion, but wthout words. Each
partici pant had the right to act as a "scul ptor” and to show how the
groupi ng, or organi zation, could be nodified through a reorganization of
forces for the purpose of arriving at an ideal image. Each one expressed
hi s opinion through inagery. Lively discussions arose, but wthout
words. When one would exclaim "It's not possible like this; | think
that . . .," he was immediately interrupted: "Don't say what you think
come and show it to us." The participant would go and denonstrate
physically, visually, his thought, and the discussion would continue. In
this particular case the follow ng variations were observed: 1) Wen a
young worman fromthe interior was asked to formthe i mage of change, she
woul d never change the image of the kneeling woman, signifying clearly
that she did not see in that woman a potential force for revolutionary
change. Naturally the y! oung women identified thensel ves with that
fem nine figure and, since they could not perceive thenselves as
possi bl e protagonists of the revolution, they left unnodified the imge
of the kneeling woman. On the other hand, when the sanme thing was asked
of a girl fromLim, she, being nore "'liberated,"” would start off by
changi ng precisely that inmage with which she identified herself. This
experiment was repeated many tines and al ways produced the sane results,
wi t hout variation. Undoubtedly the different
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occurrence but the sincere, visual expression of the ideol ogy and
psychol ogy of the participants. The young wonen from Li ma al ways
nmodi fi ed the i mage: some woul d make the worman clasp the figure of the
castrated man, others would pronpt the wonman to fight against the
castrator, etc. Those fromthe interior did little nore than all ow the
woman to lift her hands in prayer. 2) Al the participants who believed
in the Revolutionary Governnent would start by nodi fying the arned
figures in the background: they changed the two nmen who were ainng
their guns at the victimso that they would then aimat the powerfu
figure in the center or at the castrators thenselves. On the other hand,
when a participant did not have the sane faith in his government, he
woul d alter all figures except the armed ones. 3) The people who
believed in magical solutions or in a "change of conscience" on the part
of the exploiting classes, would start by nodifying the castrators -
viewing themin effect as changing of their own volition - as well as
the powerful figure in the center, who woul d becone regenerated. By
contrast, those who did not believe in this formof social change woul d
first alter the kneeling nmen, nmaking them assune a fighting posture,
attacki ng the oppressors. 4) One of the young wonen, besides show ng the
transformations to be the work of the kneeling nen - who would free

t hensel ves, attack their torturers and inprison them- also had one of
the figures representing the people address the other participants,
clearly expressing her opinion that social changes are made by the
peopl e as a whole and not only by their vanguard. 5) Another young wonman
made all kinds of changes, |eaving untouched only the five persons with
their hands tied. This girl belonged to the upper mddle class. \Wen she
showed signs of nervousness for not being able to imagine any further
changes, soneone suggested to her the possibility of! changin g the
group of tied figures; the girl |ooked at themin surprise and
exclaimed: "The truth is that those people didn't fit inl It was
the truth. The people did not fit into her view of the schene of things,
and she had never before been able to see it. This form of imge theater
is without doubt one of the nost stimulating, because it is so easy to
practice and because of its extraordinary capacity for naki ng thought

vi si bl e. This happens

n
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Each word has a denotation that is the sane for all, but it also has a
connotation that is unique for each individual. If | utter the word
"revolution," obviously everyone will realize that | amtal king about a

radi cal change, but at the sane tinme each person will think of his or
her "own" revolution, a personal conception of revolution. But if | have
to arrange a group of statues that will signify "ny revolution,” here
there will be no denotation-connotation dichotony. The inage synthesizes
t he individual connotation and the collective denotation. In ny
arrangenent signifying revolution, what are the statues doing? Do they
have weapons in their hands or do they have ballots? Are the figures of
the people united in a fighting posture against the figures representing
the common enemies; or are the figures of the people dispersed, or
showi ng di sagreenent anong thensel ves? My conception of "revolution"
will becone clear if, instead of speaking, | show with images what |
think. |I renmenber that in a session of psychodrana a girl spoke
repeatedly of the problens she had with her boyfriend, and she al ways
started with nore or |less the sane phrase: "He cane in, enbraced ne, and
t hen. " Each tinme we heard this opening phrase we understood that
they did in fact enbrace; that is, we understood what the word enbrace
denotes. Then one day she showed by acting how their neetings were: he
approached, she crossed her arnms over her breasts as if protecting
herself, he took hold of her and hugged her tightly., while she
continued to keep her hands cl osed, defending herself. That was clearly
a particular connotation for the word enbrace. Wen we understood her
"enmbrace" we were finally able to understand her problens with her
boyfriend. In inmage theater other techniques can be used: 1) Each
participant transformed into a statue is allowed one novenent or
gesture, and only one, each tinme a signal (like a cla! p of han ds) is
given. In this case the arrangenent of inages will change according to

t he individual desire of each participant. 2) The participants are first
asked to nmenorize the ideal image, then to return to the original

actual inmage, and finally to nake the novenents necessary to arrive
again at the ideal image - thus showi ng the group of inages in notion
and allowing the analysis of the feasibility of the proposed
transitions. One wll
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grace of God or if it is brought about by the opposing forces operating
within the very core of the group. 3) The scul ptor-participant, once his
work is finished, is asked to try to place hinself in the group he has
created. This sonetinmes helps the person to realize that his own vision
of reality is a cosnmic one, as if he were a part of that reality. The
game of images offers many other possibilities. The inportant thing is
al ways to analyze the feasibility of the change. Third degree: Forum
theater: This is the last degree and here the participant has to

i ntervene decisively in the dramatic action and change it. The procedure
is as follows: First, the participants are asked to tell a story
containing a political or social problemof difficult solution. Then a
ten- or fifteen-mnute skit portraying that problemand the sol ution

i ntended for discussion is inprovised or rehearsed, and subsequently
presented. Wen the skit is over, the participants are asked if they
agree with the solution presented. At |east sone will say no. At this
point it is explained that the scene will be perforned once nore,
exactly as it was the first time. But now any participant in the

audi ence has the right to replace any actor and | ead the action in the
direction that seens to himnost appropriate. The displaced actor steps
aside, but remains ready to resune action the nonent the parti ci pant
considers his own intervention to be term nated. The other actors have
to face the newy created situation, responding instantly to all the
possibilities that it may present. The partici pants who choose to

i ntervene must continue the physical actions of the replaced actors;
they are not allowed to cone on the stage and talk, talk, talk: they
must carry out the sanme type of work or activities perfornmed by the
actors who were in their place. The theatrical activity nust go on in
the same way, on the stage. Anyone nmay propose any ! solution , but it
must be done on the stage, working, acting, doing things, and not from
the confort of his seat. Oten a person is very revolutionary when in a
public forum he envi sages and advocates revol uti onary and heroic acts;
on the other hand, he often realizes that things are not so easy when he
hi nsel f has to practice what he suggests. An exanple: An

ei ght een-year-old nman worked in the city of Chinbote, one of the world's
nost inportant fishing ports. There are in that city a great nunber of
factories of fish meal, a principa
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very large, while others have only eight or nine enployees. Qur young
man wor ked for one of the latter. The boss was a. ruthless exploiter and
forced his enployees to work fromeight o' clock in the norning to eight
at night, or vice versa - twelve consecutive hours of work. Thus the
probl em was how to conbat this inhuman exploitation. Each participant
had a proposal: one of themwas, for exanple, "operation turtle,” which
consists in working very slowy, especially when the boss is not
| ooki ng. Qur young man had a brilliant idea: to work faster and fill the
machine with so nmuch fish that it would break with the excessive wei ght,
requiring two or three hours to fix it. During this tinme the workers
could rest. There was the problem the enployer's exploitation; and
there was one solution, invented by native ingenuity. But would that be
t he best solution? The scene was perforned in the presence of all the
participants. Some actors represented the workers, another represented
t he boss, another the forenman, another a "stool pigeon." The stage was
converted into -a fish nmeal factory: one worker unloading the fish
anot her wei ghing the bags of fish, another carrying the bags to the
machi nes, another tending the machine, while still others performnmed
other pertinent tasks. Wile they worked, they kept up a dial ogue,
proposi ng sol uti ons and di scussing themuntil they cane to accept the
sol ution proposed by the young man and broke the machi ne; the boss cane
and the workers rested while the engi neer repaired the machi ne. Wen the
repair was done, they went back to work. The scene was staged for the
first time and the question was raised: Wre all in agreenent? No,
definitely not. On the contrary, they di sagreed. Each one had a
different proposal: to start a strike, throw a bonb at the nachine,
start a union, etc. Then the technique of forumtheater was applied: the
scene woul d be staged exactly as it had bee! n the fi rst time, but now
each spectator-participant would have the right to intervene and change
the action, trying out his proposal. The first to intervene was the one
who suggested the use of a bonb. He got up, replaced the actor who was
portraying the young man, and made his bonb-throw ng proposal. O course
all the other actors argued against it since that would nean the
destruction of the factory, and therefore the source of work. Wat woul d
becone of so many workers if the factory cl osed up? Di sagreeing, the man
deci ded to
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that he did not know how to manufacture a bonmb nor even how to throwit.
Many people who in theoretical discussions advocate throw ng bonmbs woul d
not know what to do in reality, and would probably be the first to
perish in the explosion. After trying his bonb-solution, the man
returned to his place and the actor replaced himuntil a second person
came to try his solution, the strike. After much argument with the

ot hers he managed to convince themto stop working and wal k out, | eaving
the factory abandoned. In this case, the owner, the foreman, and the
"stool pigeon," who had remained in the factory, went to the town square
(anong the audi ence) to |l ook for other workers who woul d replace the
strikers (there is mass unenploynment in Chinbote). This
spectatorparticipant tried his solution, the strike, and realized its
impracticability; with so much unenpl oynment the bosses woul d al ways be
able to find workers hungry enough and with [ittle enough political
consciousness to replace the strikers. The third attenpt was to forma
smal | union for the purpose of negotiating the workers' demands,
politicizing the enployed workers, as well as the unenpl oyed, setting up
mut ual funds, etc. In this particular session of forumtheater, this was
the solution judged to be the best by the participants. In the forum
theater no idea is inposed: the audience, the people, have the
opportunity to try out ail their ideas, to rehearse all the
possibilities, and to verify themin practice, that is, in theatrica
practice. If the audience had conme to the conclusion that it was
necessary to dynamite all the fish neal factories in Chinbote, this
woul d al so be right fromtheir point of view It is not the place of the
theater to show the correct path, but only to offer the neans by which
all possible paths may be exani ned. Maybe the theater in itself is not
revol utionary, but these theatrical fornms are wi thout a doubt a rehear
sal of r evolution. The truth of the matter is that the spectator-actor
practices a real act even though he does it in a fictional manner. While
he rehearses throwi ng a bonb on stage, he is concretely rehearsing the
way a bonmb is thrown; acting out his attenpt to organize a strike, he is
concretely organizing a strike. Wthinits fictitious limts, the
experience is a concrete one. Here the cathartical effect is entirely
avoi ded. W are used to plays in which the characters nake the

revol ution on stage and
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to be triunphant revolutionaries. Wiy make a revolution in reality if we
have already made it in the theater? But that does not happen here: the
rehearsal stinulates the practice of the act in reality. Forumtheater
as well as these other forns of a people's theater, instead of taking
sonet hing away fromthe spectator, evoke in hima desire to practice in
reality the act he has rehearsed in the theater. The practice of these
theatrical fornms creates a sort of uneasy sense of inconpleteness that
seeks fulfillnment through real action. Fourth Stage: The Theater as
Di scourse. George |kishawa used to say that the bourgeois theater is the
finished theater. The bourgeoisie already knows what the world is like,
their world, and is able to present inages of this conplete, finished
worl d. The bourgeoisie presents the spectacle. On the other hand, the
proletariat and the oppressed cl asses do not know yet what their world

will be like; consequently their theater will be the rehearsal, not the
finished spectacle. This is quite true, though it is equally true that
the theater can present inmages of transition. | have been able to

observe the truth of this view during all my activities in the people's
theater of so many and such different countries of Latin Anerica.
Popul ar audi ences are interested in experinmenting, in rehearsing, and

t hey abhor the "cl osed" spectacles. In those cases they try to enter
into a dialogue with the actors, to interrupt the action, to ask for
expl anations without waiting politely for the end of the play. Contrary
to the bourgeois code of manners, the people's code allows and

encour ages the spectator to ask questions, to dialogue, to participate.
All the nmethods that | have di scussed are forns of a rehearsal -theater
and not a spectacle-theater. One knows how these experinments wll begin
but not how they will end, because the spectator is freed fromhis
chains, finally acts, and be! comes a protagonist. Because they respond
to the real needs of a popul ar audi ence they are practiced with success
and joy. But nothing in this prohibits a popul ar audi ence from
practicing also nore "finished" forms of theater. In Peru many forns
previously devel oped in other countries, especially Brazil and
Argentina, were also utilized and with great success. Sonme of these
forms were:
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devel oped by the Nucl eus Group of the Arena Theater of Sao Paul o, of

which | was the artistic director until forced to | eave Brazil.' It
consi sts of several sinple techniques for transformng daily news itens,
or any other non-dramatic nmaterial, into theatrical performances. a)

Sinple reading: the news itemis read detaching it fromthe context of

t he newspaper, fromthe format which nakes it false or tendentious. b)
Crossed reading: two news itens are read in crossed (alternating) form
one throwing light on the other, explaining it, giving it a new

di mensi on. c¢) Conplenentary reading: data and information generally
omtted by the newspapers of the ruling classes are added to the news.

d) Rhythm cal reading: as a nusical commentary, the news is read to the
rhythm of the sanba, tango, Gregorian chant, etc., so that the rhythm
functions as a critical "filter" of the news, revealing its true
content, which is obscured in the newspaper. e) Parallel action: the
actors minme parallel actions while the news is read, show ng the context
in which the reported event really occurred; one hears the news and sees
somet hing el se that conplenents it visually. f) Inprovisation: the news
is inprovised on stage to exploit all its variants and possibilities. Q)
Hi storical: data or scenes showing the sane event in other historica
nonents, in other countries, or in other social systens, are added to
the news. h) Reinforcenent: the news is read or sung with the aid or
acconpani nent of slides, jingles, songs, or publicity nmaterials. i)
Concretion of the abstract: that which the news often hides in its
purely abstract information is nade concrete on the stage: torture,
hunger, unenpl oynent, etc., are shown concretely, using graphic inmages,
real or synbolic. j) Text out of context: the news is presented out of
the context in which it was published; for exanple, an actor gives the
speech about austerity previously deliver! ed by th e Mnister of
Economi cs whil e he devours an enornmous dinner: the real truth behind the
mnister's words becones denystified - he wants austerity for the people
but not for hinself. 2) Invisible theater: It consists of the
presentation of a scene
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a line of people, etc. The people who witness the scene are those who
are there by chance. During the spectacle, these people nmust not have
the slightest idea that it is a "spectacle," for this would nake them
"spectators.” The invisible theater calls for the detail ed preparation
of a skit with a conplete text or a sinple script; but it is necessary
to rehearse the scene sufficiently so that the actors are able to
incorporate into their acting and their actions the intervention of the
spectators. During the rehearsal it is also necessary to include every
i magi nabl e intervention fromthe spectators; these possibilities wll
forma kind of optional text. The invisible theater erupts in a |ocation
chosen as a place where the public congregates. All the people who are
near become involved in the eruption and the effects of it last |ong
after the skit is ended. A small exanple shows how the invisible theater
works. In the enornmous restaurant of a hotel in Chiclayo, where the
literacy agents of ALFIN were staying, together with 400 other people,
the "actors" sit at separate tables. The waiters start to serve. The
"protagonist” in a nore or less loud voice (to attract the attention of
other diners, but not in a too obvious way) infornms the waiter that he
cannot go on eating the food served in that hotel, because in his
opinion it is too bad. The waiter does not like the remark but tells the
custoner that he can choose sonething a la carte, which he nmay |ike
better. The actor chooses a dish called "Barbecue a | a pauper."” The
waiter points out that it will cost him70 soles, to which the actor
answers, always in a reasonably |oud voice, that there is no problem
Mnutes |later the waiter brings himthe barbecue, the protagonist eats
it rapidly and gets ready to get up and | eave the restaurant, when the
wai ter brings the bill. The actor shows a worried expression and tells
the people at the next table that his barbecue was nmuch better than the
food they are eating, but the p! ity is t hat one has to pay for it.
“I"'mgoing to pay for it; don't have any doubts. | ate the "barbecue a
| a pauper' and I'mgoing to pay for it. But there is a problem 1|'m
broke." "And ..ERR, COD: 3.
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di ners nearby are, of course, closely follow ng the dial ogue - nuch nore
attentively than they would if they were witnessing the scene on a

stage. The actor continues: "Don't worry, because | amgoing to pay you.

But since I'mbroke I will pay you with | abor-power." "Wth what?," asks
the waiter, astonished. "What kind of power?" "Wth | abor-power, just as
| said. | am broke but I can rent you ny | abor-power. So I'll work doing

sonething for as long as it's necessary to pay for ny “barbecue a la
pauper,' which, to tell the truth, was really delicious - much better
than the food you serve to those poor souls. . . ." By this tine sone of
t he custoners intervene and make remarks anong thensel ves at their

tabl es, about the price of food, the quality of the service in the
hotel, etc. The waiter calls the headwaiter to decide the matter. The
actor explains again to the latter the business of renting his

| abor - power and adds: "And besides, there is another problem 1'Il rent
ny | aborpower but the truth is that I don't know how to do anything, or
very little. You will have to give ne a very sinple job to do. For
exanple, | can take out the hotel's garbage. What's the salary of the
gar bage man who works for you?" The headwaiter does not want to give any
i nformati on about sal aries, but a second actor at another table is

al ready prepared and explains that he and the garbage nman have gotten to
be friends and that the latter has told himhis salary: seven sol es per
hour. The two actors nake sone cal cul ations and the "protagonist”
exclains: "Howis this possible! If | work as a garbage nman |I'l|l have to
work ten hours to pay for this barbecue that it took ne ten mnutes to
eat? It can't be! Either you increase the salary of the garbage man or
reduce the price of the barbecue!... But | can do sonething nore
speci al i zed; for exanple, | can take care of the hotel gardens, which
are so beautiful, so well cared f! or. One can see that a very talented
person is in charge of the gardens. How nuch does the gardener of this
hotel nake? I'll work as a gardener! How rmany hours work in the garden
are necessary to pay for the " barbecue a |la pauper'?" Athird actor, at
another table, explains his friendship with
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And am | going to eat this junk? Hell no? | wouldn't give hima peanut,
so he'll learn a lesson! Let himwash dishes. . . ." The collection
reached 100 sol es and the di scussion went on through the night. It is
al ways very inportant that the actors do not reveal thenselves to be
actors! On this rests the invisible
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precisely this invisible quality that will make the spectator act freely
and fully, as if he were living a real situation - and, after all, it is
a real situation! It is necessary to enphasize that the invisible
theater is not the sanme thing as a "happening" or the so-called
"guerrilla theater.” In the latter we are clearly tal ki ng about
"theater," and therefore the wall that separates actors from spectators
i mmedi ately arises, reducing the spectator to i nmpotence: a spectator is
al ways less than a man! In the invisible theater the theatrical rituals
are abolished; only the theater exists, without its old, worn-out
patterns. The theatrical energy is conpletely liberated, and the inpact
produced by this free theater is nmuch nore powerful and |onger |asting.
Several presentations of invisible theater were nade in different

| ocations in Peru. Particularly interesting is what happened at the
Carmen Market, in the barrio of Comas, sone 14 kil oneters away from
downtown Lima. Two actresses were protagonists in a scene enacted at a
veget abl e stand. One of them who was pretending to be illiterate,

i nsisted that the vendor was cheating her, taking advantage of the fact
t hat she did not know how to read; the other actress checked the
figures, finding themto be correct, and advised the "illiterate" one to
register in one of ALFIN s literacy courses. After sonme discussion about
the best age to start one's studies, about what to study and with whom
the first actress kept on insisting that she was too old for those
things. It was then that a little old woman, |eaning on her cane, very

i ndignantly shouted: "My dears, that's not true? For |earning and naking
| ove one is never too old!'" Everyone witnessing the scene broke into

| aughter at the old worman's anorous outburst, and the actresses were
unabl e to continue the scene. 3) Photo-romance: In many Latin-Anerican
countries there is a genuine epidenic of photo! -romance s,
sub-literature on the | owest inmaginable Ievel, which furthernore always
serves as a vehicle for the ruling classes' ideology. The technique here
consists in reading to the participants the general lines in the plot of
a photo-ronmance without telling themthe source of this plot. The
participants are asked to act out the story. Finally, the acted-out
story is conpared to the story as it is told in the photo-romance,
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THEATER OF THE OPPRESSED and the differences are di scussed. For
exanpl e: a rather stupid story taken from Cor Tel |l ado, the worst author
of this brutalizing genre, started |like this: A wonan is waiting for her
husband in the conmpany of another wonan who is hel ping her with the
housework.... The participants acted according to their custons: a wonman
at home expecting her husband will naturally be preparing the neal; the
one hel ping her is a neighbor, who cones to chat about various things;

t he husband comes hone tired after a long day's work; the house is a
one-room shack, etc., etc. In Cor ... palace; the husband cones hone
after a day's work in his factory, where he had an argunment with the
wor kers because they, "not understanding the crisis we are all living
t hrough, wanted an increase in salaries . . . ," and continuing in this
vein. This particular story was sheer trash, but at the sane tinme it
served as nmagnificent exanple of ideological insight. The wel | dressed
wonman received a letter froman unknown worman, went to visit her, and
di scovered her to be a former mistress of her husband; the nistress
stated that the husband had | eft her because he wanted to marry the
factory owner's daughter, that is, the well-dressed wonan. To top it
all, the mstress exclained: "Yes, he betrayed nme, deceived ne. But |
forgi ve himbecause, after all, he has always been very anbitious, and
he knew very well that with nme he could not clinb very high. On the
other hand, with you he can go very far indeed!" That is to say, the
former mistress forgave her |over because he had in the highest degree
that capitalistic eagerness to possess everything. The desire to be a
factory owner is presented as sonething so noble that even a few

betrayals on the way up are to be forgiven.... And the young wi fe, not
to be outdone, pretends to be ill so that he will have to remain at her
side, and so that, as a result of this trick, he will fipnally fall in

ove with her. What an ideol ogy! This love s! tory is crowned with a
happy ending rotten to the core. O course the story, when told w thout
t he di al ogues and act ed
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di fferent neaning. Wien at the end of the perfornance, the participants
are told the origin of the plot they have just acted out, they

experi ence a shock. And this nust be understood: when they read Corin
Tel l ado they i medi ately assune the passive role of "spectators”; but if
they first of all have to act out a story thensel ves, afterwards, when

they do read Corin Tellado's version, they will no | onger assune a
passive, expectant attitude, but instead a critical, conparative one.
They will ook at the lady's house, and conpare it to their own, at the

husband's or wife's attitudes and conpare themw th those of their own
spouses, etc. And they will be prepared to detect the poison
infiltrating the pages of those photo-stories, or the com cs and ot her
forms of cultural and ideol ogical dom nation. | was overjoyed when,
nonths after the experinents with the educators, back in Lim, | was
informed that the residents of several barrios were using that sane
techni que to anal yze tel evi sion progranms, an endl ess source of poison

di rected agai nst the people. 4) Breaking of repression: The dom nant

cl asses crush the dom nated ones through repression; the old crush the
young through repression; certain races subjugate certain others through
repression. Never through a cordial understanding, through an honest

i nt erchange of ideas, through criticismand autocriticism No. The
ruling classes, the old, the "superior" races, or the masculine sex,
have their sets of values and inpose themby force, by unilatera

vi ol ence, upon the oppressed cl asses, the young, the races they consider
inferior, or wonen. The capitalist does not ask the working man if he
agrees that the capital should belong to one and the |abor to another;
he sinply places an armed policeman at the factory door and that is that
- private property is decreed. The dom nated cl ass, race, sex, or age
group suffers the nost constant, daily, and omipresen! t repres sion
The ideol ogy becomes concrete in the figure of the dom nated person. The
proletariat is exploited through the domination that is exerted on all
prol etarians. Soci ol ogy beconmes psychol ogy. There is not an oppression
by the masculine sex in general of the fem nine sex in general: what
exists is the concrete oppression that nen (individuals) direct against
wonen (i ndividuals).
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THEATER OF THE OPPRESSED The techni que of breaking repression consists
in asking a participant to renenber a particul ar nonent when he felt
especially repressed, accepted that repression, and began to act in a
manner contrary to his own desires. That nonent nust have a deep
personal nmeaning: |, a proletarian, am oppressed; we proletarians are
oppressed; therefore the proletariat is oppressed. It is necessary to
pass fromthe particular to the general, not vice versa, and to dea
wi th sonmet hing that has happened to soneone in particular, but which at
the sanme tine is typical of what happens to others. The person who tells
the story al so chooses fromanong the rest of the participants all the
ot her characters who will participate in the reconstruction of the
incident. Then, after receiving the informati on and directions provided
by the protagonist, the participants and the protagonist act out the
incident just as it happened in reality - recreating the sane scene, the
sane circunstances, and the sanme original feelings. Once the
"reproduction" of the actual event is over, the protagonist is asked to
repeat the scene, but this tinme wthout accepting the repression,
fighting to inpose his will, his ideas, his w shes. The other
partici pants are urged to maintain the repression as in the first
perfornmance. The clash that results hel ps to nmeasure the possibility one
often has to resist and yet fails to do so; it helps to neasure the true
strength of the eneny. It also gives the protagoni st the opportunity of
trying once nore and carrying out, in fiction, what he had not been able
to doinreality. But we have already seen that this is not cathartic:
the fact of having rehearsed a resistance to oppression will prepare him
to resist effectively in a future reality, when the occasion presents
itself once nore. On the other hand, it is necessary to take care that
the generic nature of the particular case under study be understood. In
this type of theatrical experinent the pa! rticular instance nust serve
as the point of departure, but it is indispensable to reach the general
The process to be realized, during the actual perfornmance or afterward
during the discussion, is one that ascends fromthe phenonenon toward
the law, fromthe phenonena presented in the plot toward the social |aws
t hat govern those phenonena. The spectator-participants nust conme out of
this experience enriched with the know edge of those |aws, obtained
t hrough anal ysi s of the phenonena.
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di scovering the obvious behind the nyth: to logically tell a story,
revealing its evident truths. In a place called Mtupe there was a hill,
al nost a nountain, with a narrow road that |ed through the trees to the
top; halfway to the top stood a cross. One could go as far as that

cross: to go beyond it was dangerous; it inspired fear, and the few who
had tried had never returned. It was believed that sone sangui nary
ghosts inhabited the top of the nmountain. But the story is also told of
a brave young man who arnmed hinself and clinbed to the top, where he
found the "ghosts." They were in reality some Americans who owned a gold
m ne |l ocated precisely on the top of that nountain. Another legend is
that of the | agoon of Cheken. It is said that there was no water there
and that all the peasants, having to travel for several kiloneters to
get a glass of water, were dying of thirst. Today a | agoon exists there,
the property of a |local |andowner. How did that |agoon spring up and how
did it beconme the property of one man? The | egend explains it. Wen
there was still no water, on a day of intense heat all the villagers
were |amenting and praying to God to grant themeven a tiny stream of
water. But God did not have pity on that and village. At mdnight of the
same day, however, a man dressed in a |long black poncho and riding a

bl ack horse arrived and addressed the | andowner, who was then only a

poor peasant like the others: "I will give a lagoon for all of you, but
you, friend, nust give ne your nost precious possession."” The poor nan,
very di stressed, npaned: "But | have nothing; | amvery poor. W all
here suffer fromthe |l ack of water, live in m serabl e shacks, suffer

fromthe nost terrible hunger. W have not hing precious, not even our
lives. And nyself in particular, nmy only precious possession is ny three

daughters, nothing else.” "And of the three," responded the stranger,
"the oldest is the nos! t beauti ful. | will give you a |agoon filled
with the freshest water of all Peru; but in exchange you will give ne

your ol dest daughter so that | may marry her." The future [ andlord
t hought for a long while, cried a lot, and asked his frightened el dest
daughter if she would accept such an
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the truth is that for the landlord the | agoon was |ike gold. The nyths
told by the people should be studied and anal yzed and their hidden
truths revealed. In this task the theater can be extraordinarily useful
6) Analytical theater: A story is told by one of the participants and

i medi ately the actors inprovise it. Afterward each
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social roles and the participants are asked to choose a physical object
to synbolize each role. For exanple, a policeman killed a chicken thief.
The policeman is analyzed: a) he is a worker because he rents his

| abor - power; synbol: a pair of overalls; b) He is a bourgeois because he
protects private property and values it nore than human life; synbol: a
necktie, or a top hat, etc.; c) he is a repressive agent because he is a
pol i ceman; synbol: a revolver. This repressive agent because he is a
pol i ceman; synbol: a revolver. This is continued until the participants
have anal yzed all his roles: head of a famly (synbol: the wallet, for
exanpl e), nmenber of a fraternal order, etc., etc. It is inportant that

t he synbol s be chosen by the participants present and that they not be

i nposed "from above." For a particular comunity the synbol for the head
of the famly mght be a wallet, because he is the person who controls

t he househol d finances, and in this way controls the famly. For another
community this synbol may not comuni cate anything, that is, it may not
be a synbol; then an arncthair may be chosen.... Having anal yzed the
character, or characters (it is advisable to linmt this operation to the
central characters only, for the sake of sinplicity and clarity), a
fresh attenpt to tell the story is nade, but taking away sone of the
synmbol s from each character, and consequently sonme social roles as well.
Wul d the story be exactly the sane if: a) the policenan did not have
the top hat or the necktie? b) the robber had a top hat or necktie? c)
the robber had a revolver? d) the policeman and the robber both had the
sane synbol for the fraternal order? The participants are asked to nake
varyi ng conbi nati ons and the proposed conbi nati ons nust be perfornmed by
the actors and criticized by all those present. In this way they wll
realize that human actions are not the exclusive and prinordial result
of individ! ual psyc hol ogy: alnost always, through the individual
speaks his class! 7) Rituals and nasks: The relations of production
(infrastructure) determine the culture of a society (superstructure).
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THEATER OF THE OPPRESSED Sonetines the infrastructure changes but the
superstructure for a while remains the sane. In Brazil the |andlords
woul d not allow the peasants to |ook themin the face while talking with
them this would nean | ack of respect. The peasants were accustoned to
talking with the |andlords only while staring at the ground and
murnuring:. "yes, sir; yes, sir; yes, sir."” Wen the governnent decreed
an agrarian reform (before 1964, date of the facist coup d etat) its
em ssaries went to the fields to tell the peasants that now they could
becone | andowners. The peasants, staring at the ground, nurnured: "yes,
friend; yes, friend; yes, friend." A feudalistic culture had totally
perneated their lives. The relationships of the peasant with the
landl ord were entirely different fromthose with the agent of the
Institute of Agrarian Reform but the ritual remai ned unchanged. This
particul ar technique of a people's theater ("Rituals and nasks")
consists precisely in revealing the superstructures, the rituals which
reify all human rel ati onships, and the masks of behavior that those
rituals inpose on each person according to the roles he plays in society
and the rituals he nust perform A very sinple exanple: a man ,goes to a
priest to confess his sins. Howwll he do it? O course, he will kneel
confess his sins, hear the penitence, cross hinself, and | eave. But do
all men confess always in the sane way before all priests? Wwo is the
man, and who is the priest? In this case we need two versatile actors to
stage the sane confession four tinmes: First scene: the priest and the
pari shioner are | andl ords; Second scene: the priest is a |landlord and
the parishioner is a peasant; Third scene: the priest is a peasant and
the parishioner is a landlord; Fourth scene: the priest and the
pari shioner are peasants. The ritual is the sane in each instance, but
the different social masks will cause the four scenes to be different
also. This is an extraordinarily rich techni! que whic h has countless
vari ants: the same ritual changi nhg nmasks; the sane ritual perforned by
peopl e of one social class, and | ater by people of another class;
exchange of nasks within the sane ritual; etc., etc. Conclusion
"Spectator," a Bad Wrd! Yes, this is wi thout a doubt the concl usion:
"Spectator" is a
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and it is necessary to hunmanize him to restore to himhis capacity of
actionin all its fullness. He too nust be a subject, an actor on an
equal plane with those generally accepted as actors, who nust al so be
spectators. Al these experinments of a people's theater have the sane
objective - the |iberation of the spectator, on whomthe theater has

i nposed finished visions of the world. And since those responsible for
theatrical performances are in general people who belong directly or
indirectly to the ruling classes, obviously their finished i mages wll
be reflections of thenselves. The spectators in the people's theater
(i.e., the people thenselves) cannot go on being the passive victinms of
t hose images. As we have seen in the first essay of this book, the
poetics of Aristotle is the poetics of oppression: the world is known,
perfect or about to be perfected, and all its values are inmposed on the
spectators, who passively del egate power to the characters to act and
think in their place. In so doing the spectators purge thensel ves of
their tragic flaw - that is, of sonething capable of changing society. A
catharsis of the revolutionary inpetus is produced! Dramatic action
substitutes for real action. Brecht's poetics is that of the enlightened
vanguard: the world is reveal ed as subject to change, and the change
starts in the theater itself, for the spectator does not del egate power
to the characters to think in his place, although he continues to

del egate power to themto act in his place. The experience is revealing
on the | evel of consciousness, but not globally on the |l evel of the
action. Dramatic action throws |ight upon real action. The spectacle is
a preparation for action. The poetics of the oppressed is essentially
the poetics of liberation: the spectator no | onger del egates power to
the characters either to think or to act in his place. The spectator
frees himself; he thinks and acts ! for hins elf! Theater is action!
Perhaps the theater is not revolutionary in itself; but have no doubts,
it is a rehearsal of revolution
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THEATER OF THE OPPRESSED Notes for Chapter 4 'Chart of Various
Languages Comuni cati on Substanti ati on Transfornation of Reality of
Reality of Reality Language Lexicon (vocabul ary) Syntax SpokenWrds
Sentence (subject, witten object, predicate, etc.) Misic Misical
i nstrunents Musi cal phrase; and their sounds nel ody and rhythm (tinbre,
tonalities, etc.), notes Painting Colors and forms Each style has its
syntax. Ci nema |nmage (secondarily, Mntage: splicing, nusic and speech)
superinposition, usage of lens, traveling, fade-in, fade-out, etc.
Theater Sum of all inmaginable Dramatic action | anguages: words, colors,
forms, novenents, sounds, etc. 2The government established after the
Cct ober 1968 revol ution and headed by President Juan Vel asco Al varado
(replaced in August 1975 by Franci sco Moral es Bern(idez). (Translators'
note). 'Under the author's | eadership the Arena Theater devel oped into
one of Brazil's - indeed, one of Latin Arerica's - nobst outstanding
theaters. After 1964, when nmilitary rule was established in that
country, Boal's work continued, though hanpered by censorship and ot her
restrictions inposed by the governnment. Hi s outspoken position agai nst
the authoritarian regine led to his inprisonment and torture in 1971.
Rel eased after three nonths and acquitted of all charges, he was
neverthel ess conpelled to leave Brazil in order to insure the safety of
hinself and his family. After political circunstances also forced himto
| eave Buenos Aires, Argentina, he took up residence in Portugal
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assume its vision of the world. In the underdevel oped countries,

however, the customwas to choose the theater of the "great cultura
centers" as a nodel and goal. The public at hand is rejected in favor of
a distant public, of which one dreans. The artist does not allow hinself
to be influenced by those around hi mand dreans of the so-called
"educat ed” or "cultured" spectators. He tries to absorb alien traditions
wi thout having a firmfoundation in his native tradition; he receives a
culture as if it were the divine word, without saying a single word of
his own. The "Joker" systemwas not a capricious creation; it was

determ ned by the present-day characteristics of our society and, nore
specifically, of our Brazilian public. Its objectives are of an esthetic
and economic nature. The first problemto be solved consists in the
presentation within the same performance, both of the play and its

anal ysis. Obviously, the staging of any play already includes its own
anal ytical criteria. For exanple, no two performances of Don Juan are
ali ke, even though they are based on the sane text of Mli . Coriol anus
can be staged as a play of support or repudiation of fascism The hero
of Julius Caesar can be Marcus Antonius or
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THEATER OF THE OPPRESSED The TBC broke with all that. Theater perforned
by a team a new concept. The public returned to the theater to see what
it was all about and m xed with the fans of stars. If the latter were
the financial elite of Sdo Paul o, the forner was the mddle class. In
the beginning it was a happy nmarriage. But the inconpatibility of
character of the two publics i medi ately becane evident. The first stage
of the Arena canme to answer the needs of that break and to satisfy the
m ddl e class. The latter tired of the abstract and beautiful stagings,
and - rather than the inpeccable British diction - preferred to see and
hear Brazilian actors who, even if they were stutterers, would stutter
in the Brazilian |anguage, mxing the "W with "v and not in
continental Portuguese. The Arena had to answer wi th national texts and
Brazilian performances. But there were no such works. The few nationa
aut hors were preoccupied with Hellenic nyths. Nel son Rodrigues was even
| auded with the follow ng phrase: "Nelson creates in Brazil, for the
first time, a drama that reflects the true Geek tragic feeling of
exi stence." We were interested in conbating the Italiani smof TBC but
not at the price of becom ng Hellenized. Therefore the only recourse
left to us was to utilize nodern realist texts, even though they were
written by foreign authors. Realismhad other advantages, besides being
easy to perform |If formerly the nodel of excellence was seen in a
nearly perfect imtation of G elgud, now we started to use the inmtation
of the reality visible around us. The interpretation was better to the
extent that the actors were thensel ves and not sinply actors. In the
Arena the Actor's Laboratory was founded. Stanislavski was mnutely
anal yzed word by word and practiced fromnine in the norning until it
was tinme to appear on stage. Guarnieri, Oduvaldo Viana Filho, Flavio
M sci acci o, Nelson Yarier, MIton Gongal ves, and others are the actors
who gave a firmfoundation to this p! eriod. At that tinme the works
sel ected were, anong others: Steinbeck's O Mce and Men, O Casey's Juno
and the Paycock, Sidney Howard's They Knew What They Wanted, and others
whi ch, though they were done |ater correspond esthetically to this
period, such as Se Carrar's Rifles by Brecht. The traditional stage and
the circular differ in their adaptability. One m ght expect the
traditional stage to be nore appropriate for naturalism
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stage always reveals the theatrical character of any performance:

audi ence facing audience, with the actors in between, and all the
theatrical mechani sns bared, w thout disguise - reflectors, entries and
exits, rudinentary decorations. Surprisingly, the circular stage proved
to be the better formfor the realistic theater, since it is the only
one which allows for the close-up technique: all spectators are close to
all actors, the audience can snell the coffee being served on stage and
observe the spaghetti as it is being swallowed. The "furtive tear"
reveals its secret. The stage a la italiana always utilizes the
 ong-shot. As for the inmage, in one of his articles Guarnieri outlined
the evolution of the stage at the Arena Theater, seeing it in three
steps. First, the timd formwanted to pass for a conventional stage,
showi ng structures of doors and w ndows. As image, the circul ar stage
was no nore than poor scenery. Second, the circul ar stage becones aware
of its autononous form and demands absolute sinplicity: some pieces of
straw on the floor synbolize a haystack (or a barn), a brick is a wall,
and the spectacle is concentrated on the actors' performance. Third,
fromthat sinplicity is born a scenic art appropriate to the form The
best exanple was the staging created by Flavio Inperio for Child of the
Turkey. The arrival of Flavio Inperio, who becane a nenber of the team
i ntroduced scenic art into the Arena. Wth regard to the perfornmance,
the actor constituted the essence of the theatrical phenonenon; he was
the dem urge of the theater - w thout himnothing was done. He sumred up
everything. However, if before our peasants were transforned into
Frenchnmen by our "del uxe actors,” now the Irish revolutionists were
Brazilian villagers. The dichotony continued, now inverted. Wat was
absolutely necessary was a dramaturgy that would create Brazilian
characters for our actors. The Seminar of Draml aturgy i s founded in
Sdo Paul 0. In the beginning doubt prevailed: how woul d young peopl e,
with al nbost no experience either in life or on the stage, be transforned
into playwights? Sone twelve of them got together, studied, discussed,
wrote, and the second stage began. Second Stage: Photography It started
in February of 1958. The first play produced was
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ran for a whole year, until 1959. It represented the first appearance in
our theater of the urban, proletarian drama. During the four years that
followed (until 1964) many begi nning playwights cane to public
attention: Qduval do Viana Fil ho (Chapetuba F.C.), Roberto Freire (People
Like Us), Edy Lima (The Farce of the Perfect Wfe), Augusto Boa
(Revol ution in South Anerica), Fiavio Mgliaccio (Painted Happy),

Franci sco de Assis (The Bandit's WIl), Benedito Rui Barbosa (Cold
Fire), and others. It was a |long period during which the Arena Theater
closed its doors to European playwights, regardless of their high
quality, opening themto anyone who w shed to tal k about Brazil to a
Brazilian audi ence. This phase coincided with political nationalism
with the flourishing of industry in S4o0 Paulo, with the foundation of
Brasilia, with the euphoria of prizing highly everything that is
national. At this time the Bossa Nova and the New C nema were al so born
The plays dealt with anything that was Brazilian: bribery in provincial
soccer ganes, strikes against capitalists, adultery in a small village,
subhunman |iving conditions of railway enpl oyees, bandits (cangaceiros)
in the Northeast, and popular belief in visions of the Holy Virgin and
devils, etc. The style varied little and bore sone resenbl ance to
phot ogr aphy, following too closely in the footsteps of the first success
of the series. The peculiarities of life were the main thenme of this
dramatic cycle. And that was its main limtation: the audi ence al ways
saw what was already famliar to them They were delighted at first, to
see on stage the next-door neighbor and the nman on the street. Later
they cane to realize they could see themw thout buying a ticket. The
interpretation in this stage continued along the famliar path of the

St ani sl avski system However, if the interpretative enphasis was pl aced
previously on "feeling enotions,” now the eml otions b ecane dialectic
processes and the enphasis fell on the "flow of enptions.” "No nore

| akes, but rather enotional rivers," if |I may borrow a netaphor from Mao
Tse-tung. The laws of dialectics were applied nmechanically; the conflict
of opposing wills was devel oped qualitatively and quantitatively within
an
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suffered profound alterations in the text of the third act, to such an
extent that the authorship was attributable nore to the adaptors than to
the author. Lope wote it when the historical nonment demanded the

uni fication of nations under the
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i ndividual, the charitable, good, imuaculate ruler who holds all power
in his hands. It exalts charisma. Though this story was appropriate for
Lope's time, for ours, in Brazil, it ran the risk of turning
reactionary. For this reason the nodification of the whole structure of
the text was necessary in order to restore, centuries later, its
original idea. On the other hand, Tartuffe was staged w thout the
alteration of a single Al exandrian verse. At the time of its production
religious hypocrisy was being practiced widely by our own Tartuffes, who
in the name of God, Country, Famly, Morality, Freedom etc., marched

al ong the streets demandi ng puni shrments both divine and mlitary for the
i mpious. Tartuffe penetratingly reveals this mechanismthat consists in
transforming God into an active partner instead of maintaining Hm in

t he appropriate position of Suprene Judge. There was no need to
enphasi ze or cut any part of the original text, not even considering
that Moli hinmself, in order to avoid "Tartuffran” censorship, felt
obliged at the end of the play to pay tribute to the governnent. There
it was sufficient to followthe text in all its sinplicity to make the
audi ence | augh: the work was nationalized. This stage fromthe start

of fered sone conplications; for exanple, the style. Many peopl e t hought
that the production of classic works was a return to the TBC and did not
realize the greater scope of the new project. Wen we staged Mli ,

Lope, or Machiavelli, it was never our intention to recreate the
conventional style of each one of these authors. In order to be able to
insert theminto our tine, these texts were treated as if they had no
theatrical or national tradition behind them Doing Lope we were not

t hi nking of Alejandro Ul oa, nor were we thinking of the French casts
when doing Mdli . Qur thoughts, rather, were on those to whom we w shed
to address ourselves, and on the human and socia! | interr elations of
the characters, valid both in other tinmes and in our owmn. O course we
al ways arrived at a "style" but never in an a priori manner. For us this
nmeant assuming the responsibilities that go with artistic creation, and
it freed us fromthe limtations of copying. Those who preferred the
already faniliar endorsed by the critics of the great cultural centers,
were repelled: nany reacted in this way. The great nmajority, however,
felt fascinated by the adventure of understanding that a classic is

uni versal only insofar
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nore epi sodi cal and circunstantial nature, were also presented. Al
shows considered, the one that seenms nobst inportant to ne, at least in
the sequence of this brief history, is Arena tells about Zunbi, by
Guarnieri and Boal, with nusic by Edu Lobo. Zunmbi had nany ai ns and

succeeded in several. Its fundanmental aimwas the destruction of all the
theatrical conventions that had becone obstacles to esthetic devel oprment
of the theater. Still nore was desired: to tell a story not fromthe

cosm c perspective, but froman earthly perspective clearly localized in
time and space - the perspective of the Arena Theater and nenbers of its
conmpany. The story was not narrated as if it existed autonomously; it
existed solely in reference to the narrator. Zunmbi was a work that

war ned against all present and future evils. And given the
newspaper-1li ke nature of the text, it required connotations that were
famliar to the audience. In works that demanded connotation the text
was put together in such a way as to stinulate the spectators' response.
This way of composing the text, together with its special nature,
determines a sinplification of the structure. Mrally, the text is

Mani chaean, which belongs to the best tradition of the nedieval
religious theater, for instance. And in the sane way, and for the same
reasons that religious drama of the Mddle Ages required all the
theatrical nmeans available, also in the case of Zunbi, the text had to
be supported by nusic, which in this work was designed to prepare the
audi ence to receive the ideas presented through song. Zutnbi destroyed
conventions, all the ones it could. It even destroyed what nust be
recovered. It destroyed enpathy. Not being able to identify itself at
any time with any character, the audience often took the position of a
col d spectator of consummated events. And enpat hy nust be reconquered -
but within a new systemthat will incorporate it and nmake! it perf orma
compati bl e function
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Need for the "Joker" The production of Arena tells about Zunbi was
perhaps the greatest success - both artistically and in terns of its

i mpact on the audi ence - achieved by the Arena Theater. Successful in
relation to the audi ence because of its polemcal nature, its attenpt to
revive discussion of an inportant episode in the nation's history -
utilizing for this purpose a nodern perspective - and for having
reval i dated the struggle of the Bl acks as an exanple of another that we
must wage in our own tine. Artistically successful for having destroyed
sone of the nost traditional and deeply rooted theatrical conventions,
whi ch persisted as nechanical, esthetic limtations on creative freedom
Wth Zunmbi the phase of the "destruction" of the theater - of all its
val ues, rules, precepts, fornulas, etc. - reached its cul m nation. W
coul d not accept the existing conventions, but it was not yet possible
for us to offer a new system of conventions. The convention is a created
habit: it is neither good nor bad in itself. W should not, for exanple,
categorize as good or bad the conventions of the traditiona
naturalistic theater. They were and are useful in certain tinmes and
circunstances. The Arena Theater itself, in the period from 1956 to
1960, nade ready use of realism of its conventions, techniques, and
procedures. That use answered the social and theatrical need of show ng
Brazilian life on stage, especially in its outward appearance. W& were
nore interested in showing real things (borrowing terns from Brecht)
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this we used photographic techniques. In the sane way, we were ready to
utilize the tools of any other style, as long as they nmet the esthetic
and soci al needs of our organi zation as an activist theater, that is, a
theater that attenpts to influence reality and not nerely reflect it,
even if correctly. Reality was and is in transition; stylistic tools, on
the other hand, are perfect and finished. W want to examine a reality
in the process of nodification, and we only had avail able for our use
styl es that were unnodifiable or unnodified. These structures cl anored
for their own destruction, in order that, in theater, the process could
be captured. And we wanted to capture it alnost daily - newspaper
theater. Zunmbi, first of the series Arena tells . . . disorganized the
theater. For us, its main mission was to create the chaos that was
necessary as a prelimnary step for the initiation, with Tiradentes, of
t he stage proposing the new system This healthy disorder was brought
about mainly through four techniques. The first consisted in an
actor-character separation. To be sure, this was not the first tine that
actors and characters had been separated. Mre precisely: so it was when
theater was born. In Greek tragedy, first two, then three, actors took
turns in the interpretation of all the fixed characters of the text. For
this they used masks, which prevented the confusion of the public. In
our case, we also tried the use of a mask - not a materi al mask but
rather a set of nechani zed actions and reactions of the character. Each
one of us, inreal fife, exhibits a type of pre-established, nechani zed
behavi or. W create habits of thought, of |anguage, of profession. A
our relations in daily life are patterned. These patterns are our
"masks," as are also the "masks" of the characters. In Zunbi, we were
trying to maintain the permanent mask of the character being
i nterpreted, independently of the a! ctors pe rform ng each role. Thus
the characteristic violence of King Zunmbi was mmi ntai ned regardl ess of
whi ch actor might be performing it in each scene. The "asperity" of Don
Ayres, the "youth" of Ganga Zona, the "sensuous" nature of Gongoba,
etc., were not linked to the physical type or personal characteristics
of any actor. It is true that the quotati on nmarks thensel ves give an
i dea of the generical nature of each "mask." Certainly, this procedure
woul d never serve for the perfornance of a play based on the
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Joyce. But Zunbi was a Mani chaean text, a text of good and evil, of
right and wong - a text of exhortation and conbat. And for this kind of
theater that type of interpretation was perfectly adequate. But one need
not | ook back to Greek tragedy for exanples of the separation of actor
and character, for many can be found in nodern theater. He Wo Says Yes
by Brecht and Stories to be Told by the Argentinian playwight Gsval do
Dragre two exanples. They resenble, and at the sane tine differ from
Zumbln the Argentinian play, at no tine is a dramatic conflict
established; the text tends toward lyrical narration: the characters are
narrated as in poetry and the actors behave as if they were dramati zi ng
a poem Also in the Brecht text, what has happened in the past with a
mlitary patrol is narrated froma distance - the death of a conrade is
shown before the judges: "present tinme" is the narration of the event

t hat has happened, not the event that is happening. Now in Zunmb and
this is neither a virtue nor a defect - each nonent of the play was
interpreted "presently" and "conflictually," even though the "nontage"
of the performance might not allow one to forget the presence of the
story's group-narrator; sone actors remained in the tine and pl ace of
the spectators, while others traveled to other places and tines. The
result of this was a kind of "patchwork quilt"” formed of small fragnents
of many plays, docunents, and songs. Exanpl es of separation are

i nnurrer abl e. Let us remenber the "Fr s Jacques” and the whole "Living
Newspaper" novenent in the Anerican theater. One of the plays of this
movenent, "E=MC2," told the story of atomic theory since Denocritus, and
of the atomi c bonb since Hiroshinma, advocating the peaceful utilization
of this type of energy. The scenes were totally independent of each
other and were related only because they referred to the sane thene. In
general, the desire to place each! of our works in the context of the

hi story of theater is in vogue; and often one forgets to insert it in
the context of Brazilian society. Thus even though the history of
theater is full of precedents, the inportant aspect in this new
procedure of the Arena had to do mainly with the need to elimnate the

i nfluence that the previous realist phase had had on the case, during
whi ch each actor tried to exhaust the



Page 170

THEATER OF THE OPPRESSED cal nuances of each character, and to which he
devoted hinsel f exclusively. In Zunbi each actor was forced to interpret
the totality of the play and not nerely one of the participants in the
conflicts portrayed. By obliging all the actors to interpret all the
characters, the second technical objective of this first experinent was
achieved. Al the actors were grouped into a single category of
narrators; the spectacle ceased to be realized fromthe point of view of
each character and canme to be narrated by a team according to
collective criteria: "W are the Arena Theater" and "W, all together,
are going to tell a story, what we all think about the subject.” W were
thus able to reach a level of "collective" interpretation. The third
techni que used with time when he threw doubt on the initial designation
many books had al ready been witten and the confusion was al ready
established. Utilizing nowthe outline of differences between ideali st
poetics and that of Brecht, an outline that he includes in his preface
to Mahagonny, the followi ng analysis is an attenpt to point out which
are the differences of genus and which are of species. In the outline we
al so include differences nentioned by Brecht in other works. It is not a
"scientific" outline, and many of its terms are vague and inprecise. But
if we keep in mnd the fundanental difference - Hegel views the
character as an absol ute subject while Brecht sees himas object, as a
spokesman for econom ¢
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the "placid banks of Ypiranga a heroic and thunderous cry was heard"
(Brazilian National Anthen) or that "like a white swan on noonlit

ni ghts, something glides on a blue sea” (Hymn of the Brazilian Navy). In
t he same manner and because of the the utilization of naturalist
instrunents reduced the possibilities of analysis. The texts were
becon ng anbi guous and anbi val ent: who was the hero, the petty bourgeois
Tido, or Cctavio the proletarian? What was the solution of Jos& da Silva
- to leave everything as it was and die of starvation, or to fight as a
guerrilla? (Characters in They Don't War Tuxedos and Revolution in
South America). In the succeeding stage, when the "nationalization of
the classics" was attenpted, the ains were in contraposition: we began
to deal sinmply with ideas vaguely enbodied in fables - Tartuffe, The
Best Mayor, etc. The reproduction of life in the tine of Louis XIV or in
the Mddle Ages mattered little to us. Don Tello and Tartuffe were not
human bei ngs
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Fontai ne that closely resenbled Brazilians: Dorina and Pel ayo were
wol ves in sheep's clothing. The whole cast of characters was made up of
synbol s that becane significant because they reflected traits simlar to
those of our people. It was necessary to synthesize: on one hand, the
singular; on the other, the universal. W had to find the typica
particular. The problemwas solved, in part, by utilizing an epi sode
fromthe history of Brazil, the nyth of Zunmbi, and attenpting to fill it
with data and recent events well known to the public. For exanple: the
speech given by Don Ayres when he takes office was al nost totally
written on the basis of newspaper clippings of speeches contenporary
with the play's production. (Mre specifically, the speech delivered by
the dictator Castelo Branco at the Command Post of the Third Arny,
regarding the police role that soldiers should perform "agai nst the
internal eneny.") Actually, the true synthesis had not been achi eved; we
had barely managed - and it was no snmall acconplishnment - to juxtapose
the "universal" and the; "singular" by amal gamati ng them on one hand,
the nythical story with all the structure of the fable, intact; on the
ot her hand, journalismeffected by naki ng use of the nost recent events
of national life. The union of the two | evels was al nbst si nultaneous,
resulting in an approxinmation of the text to the typical particular.
Zurnberforned its function and represented the end of one stage of
research. The stage of "destruction"” of the theater was concluded, and

t he begi nning of new forns was proposed. "Joker" is the system proposed
as a permanent formof theater - dramaturgy and staging. It brings
together all the experinments and di scoveries previously nade in the
Arena Theater; it is the sumof all that happened before. And in
bringing themtogether, it also coordinates them In this sense, it is
the nost inmportant leap forward in the devel opnent! of our theater.
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CGoal s of the "Joker" The proposal of a new system does not arise out of
a vacuum It always appears in answer to esthetic and social stimuli and
needs. Exhaustive studi es have shown the structure of Elizabethan texts
to be a consequence of the social conditions of their time, of their
public, and even of the special characteristics of their theater as a
bui | di ng. Shakespearean plays generally start with scenes of viol ence -
servants fighting (Romeo and Juliet), a mass protest novenent
(Coriolanus) - or with the appearance of a ghost (Hamet), of three

wi tches (Macbeth), of a nonster (Richard Ill), etc. It was not by chance
that the playwight chose to start his plays in such a manner. A great
deal has been witten about the rowdy behavior of his public, including
sone rather curious practices. For exanple, the romantic | anguage of the
oranges: a gentleman wishing to court a lady in the audi ence would buy a
dozen oranges, shouting to the vendor, unm ndful of the fact that at
that nonent a tender scene might be in progress on stage. Afterward the
sane vendor woul d see that the oranges reached the | ady in question. The
response was inplicit in the lady's behavior. If she returned the
package, it was better not to insist; if she returned only half, who
knows? |If she kept them then hopes were high. And if, thank goodness,
she ate themright there, during the "To be or not to be," there was no
doubt - the couple would not be present at the end of the tragedy,
preferring to create their own bucolic conedy at another place.
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conditions for the devel opment of the Maeterlinckian drama. Laurence
Aivier, in his filmHenry V, gives a precise imge of the Elizabethan
audi ence: shouts, insults, fights, direct threats to the actors,
spectators circulating constantly everywhere, nobl enmen on the stage,
etc. To quiet that audi ence, a decisive, vigorous introduction was
needed. The actors had to make nore noi se than the audi ence. The
met hodol ogy of Shakespearean playwiting thus cane to conformto those
condi tions. Also, technical advances influence the appearance of new
styles: without electricity expressionismwould be inpossible. But there
are other factors as well that act as determ nants of theatrical form
The Vol ksbuhne, birthplace of the nodern epic theater, would have been
i mpossible without its sixty thousand proletarian nenbers, just as the
sexual aberrations, castrations and ant hr opophagy of Tennessee WIIlians
woul d be inpossible without the New York public. It would be absurd to
of fer Brecht's Mdther Courage on Broadway or Ni ght of the Iguana in the
union halls of Berlin. Each public demands plays that assume its vision
of the world. In the underdevel oped countries, however, the custom was
to choose the theater of the "great cultural centers" as a nodel and
goal. The public at hand is rejected in favor of a distant public, of
whi ch one dreans. The artist does not allow hinmself to be influenced by
t hose around hi mand dreans of the so-called "educated" or "cultured"
spectators. He tries to absorb alien traditions without having a firm
foundation in his native tradition; he receives a culture as if it were
the divine word, without saying a single word of his own. The "Joker"
systemwas not a capricious creation; it was determ ned by the
present-day characteristics of our society and, nore specifically, of
our Brazilian public. Its objectives are of an esthetic and econonic
nature. The first problemto be solved consists i! n the pr esentation
within the sane performance, both of the play and its anal ysis.
Qobviously, the staging of any play already includes its own anal yti cal
criteria. For exanple, no two performances of Don Juan are alike, even
t hough they are based on the same text of Mdli . Coriol anus can be
staged as a play of support or repudiation of fascism The hero of
Jul ius Caesar can be Marcus Antonius or
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di rector can choose between the argunments of Antigone or Creon, or he
can condem both. The tragedy of QCedi pus can be fate or his pride. The
need to analyze the text and to reveal this analysis to the audience; to
focus the action according to a single, predeterm ned perspective; to
show the point of view of the author or director - this need has al ways
exi sted and has been nmet in diverse ways. The nonol ogue generally offers
t he audi ence a particular angle fromwhich it may view and under st and
the totality of the conflicts in the play. In Geek tragedy the chorus,
whi ch so often acts as a noderator, also analyzes the behavior of the
protagoni sts. The "rai sonneur" of Ibsen's plays rarely has a
specifically dramati c function, showi ng hinself throughout to be the

aut hor's spokesman. Frequently used also is the "narrator," such as the
one created by Arthur MIller in Viewfromthe Bridge and, in a nore

limted way, in After the Fall. The protagoni st resses hinmself in an
expl anat ory nmanner to sonmeone who could be God as well as the
psychoanal yst - it matters little to MIler and even |l ess to us. Those

are sonme of the possible solutions, already devel oped. In the "Joker"
systemthe sane problemis present and a simlar solution is offered. In
all the techniques nentioned above, what is nost objectionable to us is
the canouflage with which the true intention is hidden. The functioni ng
of the technique is concealed with enbarrassnment. W prefer the

i npudence of showing what it is and for what it is used. The canoufl age
ends up creating a "type" of character nuch closer to the other
characters than to the spectator: choruses, narrators, etc. are

i nhabitants of fables and not of the society in which the spectators
live. W& propose a "Joker" who is a contenporary and nei ghbor of the
spectator. For this it is necessary to restrict his "explanations"; it
is necessary to nove himaway fromthe other character! s, to br ing him
close to the spectators. Wthin this system the "explanations" given
periodically are designed to nake the perfornmance devel op on two
different and conplenmentary |levels: that of the fable (which can use al

t he conventional imaginative resources of the theater), and that of the
"l ecture,” in which the "Joker" beconmes an exegete. The second esthetic
obj ective concerns the style. It is true that nany successful plays use
nore than one style, as in the case
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Addi ng Machine (realisns and expressionismfor the scenes on Earth and
in Heaven). But it is also true that the authors take great pains to
justify the stylistic changes. Expressionismis acceptable provided the
scene is in Heaven, but this is nothing nore than a disguise for the
reali smwhich renains. Even in the novies, the fanous The Cabi net of
Doctor Caligari is nothing nore than a realist filmin disguise; init
apol ogi es are nmade for the stylistic devices used, justifying them by
the fact that the work deals with a vision of the world froma madman's
poi nt of view Zunbi itself, with all the liberties that it took, was
uni fied by a general atnosphere of fantasy; all the scenes were in fact
worked with the same instrunments of fantasy. Wiile stylistic variety was
produced by differences in the manner of utilizing the instrunents,
unity resulted fromworking always with the sane instrunents. The body
of the actor absorbed the functions of the ethical scenography of black
and white, good and bad, |ove and hate, the tone at tines nostalgic,
other tinmes exhortative, etc. Wth the "Joker" we propose a pernanent
system of theater (structure of text and cast) which will contain all
the instruments of all styles or genres. Each scene nust be conceived,
esthetically, according to the problens it presents. Every unity-of
style entails an inevitable inpoverishment of the procedures that can be
utilized. Usually instrunments of a single style are selected, the one
that appears to be ideal for the main scenes of the play; then the sane
instrunents are utilized in dealing with all the other scenes, even
t hough they prove to be inadequate. Therefore, we decided to resolve the
probl ens of each independently. Thus realism surrealism the pastoral
t he tragi conedy, and any other genre or style are available to the
director or author, without his being obliged for this reason to utilize
them during the whole ! of the work or performance. OF course, with
this approach one runs a rather considerable risk of falling into total
anarchy. In order to avoid this danger greater enphasis is placed on the
"explanations," so that the style in which they are el aborated nay
becone the general style of the play to which all the others nust be
referred. We are speaking here of witing plays that are fundanmentally
judgenents, trials. And, as in a courtroom the fragnments of each
intervention, or testinony, can have their own form w thout danage to
t he
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trial. In the "Joker" also: each chapter or episode can be treated in
the manner that fits it best, without damage to the unity of the whole,
which will be provided not by the Iimting permanence of a form but by
the stylistic variety existing in reference to a single perspective. It
shoul d be noted that the possibility of great variation ifl formis
offered by the sinple presence within the systemof two conpletely
opposite functions: the protagonic function, which is the nost concrete
reality, and the "Joker" function, which is the universalizing
abstraction of the other. In themall styles are included and are
possi bl e. The nodern theater has enphasized originality too nuch. The
two wars, the permanent war for liberation of the colonies, the rise of
t he oppressed cl asses, the advancenment of technology, all act as a
chal l enge for artists, who respond with a series of basically forna

i nnovations. A rapidly evolving world determ nes al so the enornous
rapidity with which the theater evolves. But there is one difference
whi ch beconmes an obstacl e: each new scientific conquest |ays the
foundation for the next conquest, losing nothing and gaining all. On the
ot her hand, each new conquest in the theater has neant the | oss of al
the previous gains. Thus the principal thenme of nodern theatri cal

t echni que has cone to be the coordination of all its conquests, in such
a way that each new creation nmay enrich its heritage and not destroy it
(replace it). "And this nust be done within a structure that is
absolutely flexible, so that it can absorb the new di scoveries and
remain at the sane tine unchanged and identical to itself. The creation
of new rules and conventions in theater, within a structure renaini ng
unaltered, allows the spectators to know at every performance, the
possibilities of the gane. Soccer has preestablished rules, rigid
structure of penalties and of f-sides, which does not hinder the

i mprovis ation and surprise of each play. The gane would | ose al
interest if each match were played in accordance to rules made up for
that match alone, if the fans had to |learn during the match the rules
governing it. Previous know edge is indispensable to full enjoynment. In
the "Joker" the sanme structure will be used for Tiradentes and Roneo and
Juliet. But within this unchanging structure, nothing will inpede the
originality of each scene or chapter, episode or explanation.
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exanpl es: the spectator sees a painting and, upon exam ning a part, he
can locate it in the totality that is also visible. The detail nur al
is seen simultaneously isolated and inserted in the whole. Theater wll
only be able to achieve this effect if the public knows beforehand the
rules of the gane. Finally, one of the esthetic objectives of the system
- no less inportant than the rest - consists in trying to resolve the
opti on between character-object and character-subject which
schematically derives fromthe belief that thought determ nes action or,
on the contrary, that action determ nes thought. The first position is
exhaustively defended by Hegel in his poetics, and | ong before that, by
Aristotle. Both state, in quite simlar terns, that dramatic action
results fromthe free novenment of the character's spirit. Hegel goes
even further and, as if he were thinking with prenonition of presentday
Brazil, he asserts that nodern society is becoming inconpatible with
theater, since all the characters of today are prisoners of a tangle of
| aws, custons, and traditions which increases as soci ety becones
civilized and devel oped. Thus it happens that the perfect dramatic hero
is the nedieval prince - that is, a nan who possesses all powers:
| egi sl ative, executive and judicial - no doubt one of the dearest
aspirations of sonme present-day politicians, nedieval nmen at heart. Only
by havi ng absolute power in his hands will the character be able to
"freely express the novenents of his spirit"; if those novenents conpe
himto kill, possess, attack, forgive, etc., nothing foreign to him
could prevent himfromdoing it: concrete; actions originate in the
subjectivity of the character. Brecht - the theoretician and not
necessarily the playwight - defends the opposite position. For him the
character is a reflection of the dramatic action, action which devel ops
by nmeans of objective and objective-subjective c! ontradic tions; that
is, one of the poles is always the econom c infrastructure of the
soci ety, even though the other nay be a noral value. In the "Joker" the
structure of conflicts is always infrastructural, though the characters
may not be conscious of this underlying devel opnent, that is, though
they may be free in the Hegelian sense. Thus the intent is to restore
the full freedom of the
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within the strict outlines of social analysis. The coordi nation of that
freedom prevents the subjectivist chaos characteristic of |yrical
styles: expressionism etc. It prevents the presentation of the world as
a perplexity, as inexorable fate. And, we hope, it should prevent the
mechani stic interpretations which reduce hunan experience to a nere
illustration of conpendiuns. Many are the objectives of this system Not
all of themare esthetic nor did they originate in esthetics. Drastic
[imtation of the purchasing power of the public brought about a
reduction in the consunption of superfluous products, the theater anong
them Each situation nust be faced squarely in its own sphere, not
according to optimstic perspectives, and the facts are these: the

t heater | acks a consuners' market, it |acks human resources, it |acks

of ficial support for any canpaign ainmed at popul arization, and official
restrictions are overabundant (taxes and regulations). Wthin this
hostile panorama, with a staging obedient to the "Joker" system it is
possible to present any play with a fixed nunber of actors,

i ndependently of the nunber of characters. Each actor of each chorus
multiplies his possibilities of interpretation. The reduction of the
cost of staging nakes the performance of all texts feasible. Those are

t he objectives of the system Achievenent of them depends on the
creation and devel opnent of two fundanental structures: the cast and the
perf or mance.
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Structures of the "Joker" In Zunbi all the actors interpreted all the
characters. The distribution of roles was made in each scene w t hout
regard to the continuity; on the contrary, an effort was nade to avoid
it by not giving the sane actor the sane role tw ce. Disregarding the
obvious differences, it was |like a soccer team of ranch hands: all the
pl ayers, no matter what their positions are, are always after the ball..
In Ttradentes and within the "Joker" system each actor has a
pre-established position and noves according to the rules set up for
that position. Not characters but functions are distributed to actors,
in accordance with the general structure of the conflicts in the text.
The first function is the "protagonic" one, which in the system
represents a concrete, photographic reality. This is the only function
in which a perfect and permanent |ink between actors and character takes
pl ace: a single actor portrays a single protagoni st. Here enpathy
occurs. Several requirements nust be net in carrying out this function,
in which the actor should make use of Stanislavskian interpretation, in
its nost orthodox form The actor cannot perform any task that exceeds
the limts of the character as a hunan being: to eat he needs food, to
drink he needs drink, to fight he needs a sword. He nust behave like a
character in They Don't War Tuxedos. The space in which he noves nust
be thought of in the terns of Antoine. A "protagonic" character nust
have t he
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cin vtthe living docunentary, the minutiae, the detail, the apparent
truth, the real thing. The actor nust not only be guided by criteria of
verisimlitude; his scenographic conception nmust do it too: his clothes,
his other personal items nmust be as authentic as possible. Upon seeing
him the audi ence nust always have the inpression of the absent fourth
wal |, even though the other three may al so be absent. This function
attenmpts to reconquer the enpathy that is always |ost every tine a
performance tends toward a hi gh degree of abstraction. In these cases

t he audi ence | oses i medi ate enotional contact with the character and
its experience tends to be reduced to a purely rational know edge. W
need not concern ourselves - nor is this the time to do so - with the
princi pal reasons for this fact; for nowit is enough to recognize it.
And it is a fact that enpathy is achieved with greater ease when any
character, in any play with any plot or thenme, perforns an easily
recogni zabl e task, of a donmestic, professional, sportive, etc., nature.
Enmpathy is not an esthetic value: it is only one of the nechanisns of
the dramatic ritual which can be put to good or bad use. In the Arena's
realist stage of developnent its use was not al ways prai seworthy, and
many times the recognition of true-to-life situations replaced the
interpretative quality that theater nust have. In the "Joker" this
external enpathy will be followed point by point by the exegesis.
External recognition is attenpted and allowed as |ong as the anal ysis of
that externalization is presented simultaneously. The protagoni st does
not coincide necessarily with the main character. In Macbeth it can be
Macduff; in Coriolanus it can be one of the commpners; in Romeo and
Juliet it could be Mercutius if it were not for his premature death; in
King Lear it could be the jester. The character whomthe author w shes
to link enpathically with the public perfornms the protagonic function
If we could separate the ethos and th! e dianoi a - and we can
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say that the protagoni st assunmes an ethical behavior and the "Joker" a
di anoet hi c one. The second function of the systemis the "Joker"
hi msel f. W could define this function as the exact opposite of the
protagonist's. The "Joker's" is a magical reality; he creates it. If
necessary, he invents magic walls, conbats, soldiers, armes. Al the
ot her characters accept the magic reality created and described by the
"Joker." To fight, he uses an invented weapon; to ride, he invents a
horse; to kill hinself, he believes in the dagger that does not exist.
The "Joker" is polyvalent; his function is the only one that can perform
any role in the play, being able even to replace the protagonist when
the latter's realistic nature prevents himfrom doi ng sonet hi ng.

Exanpl e: the second act of Tiradentes starts with the protagonist riding
in a scene of fantasy; and since it would not be prudent to come on
stage with a horse, this scene is perfornmed by the actor who functions
as the "Joker," riding on a wooden horse (thus saving on the oats)....
Every tinme situations such as these occur, the coryphaeus (chorus

| eader) will perform nonentarily, the function of the "Joker." The

outl ook of the "Joker"-actor nust be that of the author or adaptor which
is assuned to be above and beyond that of the other characters in tine

and space. Thus in the case of Tiradentes, he will not have the outl ook
and know edge possible for Brazilian dissidents of the eighteenth
century; on the contrary, he will always have in mnd the events that

have taken place since then. This is to be effected on the |evel of
history and on the level of the story itself since, in this aspect, he
represents al so the author or recreator of the story, know edgeabl e of
begi nni ngs, m ddles, and ends. He knows, therefore, the devel opnent of
the plot and the objective of the play. He is omiscient. But when the
"Joker"-actor perforns not only that function! in gene ral but also
takes the role of one of the characters, then he acquires only the

outl ook of the character he is interpreting. In this way, all the
theatrical possibilities are conferred upon the "Joker" function: he is
magi cal , omi sci ent, pol ynorphous, and ubi quitous. On stage he functions
as a master of cerenonies, raisonneur, kurogo, etc. He nmakes all the
expl anations, verified in the structure of the performance, and when
necessary, he can be assisted by the coryphaeus or the choral orchestra.
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divided into two choruses: deuteragoni st and antagoni st, each one having
its own coryphaeus. Actors of the first chorus can performany role
supportive of the protagonist, that is, roles that represent the
|atter's central idea. Thus, for exanple - in the case of Hanl et -
Horati o, Marcellus, the players, the ghost, etc. This is the "good"
chorus (chorus of the hero). The other, the banditchorus, the "bad"
chorus, is made up of the actors who represent adversary roles. In the
sampl e exanpl e: King O audius, Queen Gertrude, Laertes, Polonius, etc.
The choruses do not have a fixed nunber of actors; they may vary from
one epi sode to another. There will be two types of costunes: the basic
one relating to the function and the chorus to which the function

bel ongs; another related not to each character to which the function
bel ongs; another related not to each character but to the different
social roles that he wll
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can be created while maintaining all the rest of the schene intact. In a
play |like Roneo and Juliet the nunber of protagonists can be increased
to two, having only one "Joker," or relegating his functions to the
choral |eaders, who for their part will act as the heads of the houses
of Montague and Capul et. In plays where no special enphasis is placed on
the protagonist, this function can be abolished and two "Jokers," who
will absorb the choral |eaders' functions, can be created. Finally, if
one of other actors into a single, "Joker's" chorus. The adaptation of
each text in particular will determ ne the necessary nodifications,
keeping the structure of the cast. The "Joker" w Il also have a
permanent. "structure of performance" for all plays. This structure is
divided in seven main parts: dedication, explanation, episode, scene,

conmentary, interview, and exhortation. Every performance will begin
al ways with a dedication to a person or event. It can be a song sung by
all, a scene, or sinply a recited text. It can also be a sequence of

scenes, poens, texts, etc. In Tiradentes, for exanple, the: dedication
is conposed of a song, a text, a scene, and a song sung in chorus,
dedi cating the performance to Jos oaquimda ..ERR COD: 1..
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as well as the techniques utilized, the need to renovate the theater

the objectives of the text, etc. Al the explanations can and should be
extrenmely dynam c, changing as the play is staged in other cities or on
other dates. In this way, when the play is presented in a town where

t heat er has never before been performed, it will be nore appropriate to
explain theater in general than the "Joker" in particular. If on the day
of the performance sonme inportant event occurs which is related to the
theme of the play, that relationship should be anal yzed. W want to
enphasi ze strongly the transitory and epheneral nature of this permanent
system objectively, its intent is to increase the flexibility in order
to assure reflection of the performance in its nonment, day, and hour,

wi t hout being reduced to the hour, the day, or the nonent. The general
structure will be divided into episodes, which will group together nore
or |less interdependent scenes. The first sequence will always have one
epi sode nore than the second: 2 and 1, 3 and 2, 4 and 3, etc. A scene or
incident is of small nagnitude, but conplete in itself, and contains at

| east one variation in the qualitative devel opnent of the dramatic
action. It can be in dialogue form song form or limted to the reading
of a speech, a poem a news item or docunent that determ nes a
gualitative change in the systemof conflicting forces. The scenes are

i nterconnected by the comments witten preferably in rhymed verses, sung
by the coriphaei or the orchestra, or by both, and which have the

pur pose of connecting one scene to another in a fantastic nmanner. Taking
into consideration that each scene has its own style, whenever it proves
necessary, the commentaries shall advise the audience with respect to
each change. The interviews do not have a specific structural placenment
of their own since their appearance always depends on the expository
needs. Many tim es the p laywight feels obliged to reveal to the

audi ence the true state of mnd of a character, but neverthel ess he
cannot do it in the presence of the other characters. For exanple,

Ham et's actions can only be understood if his wish to die is exposed,
but this cannot be done in front of the king and queen, not even in
front of Horatio or Ophelia. Shakespeare nakes use of the nonol ogue,
then, as a nore practical, nore
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can al so happen that that infornative need will be present throughout
all the action. O Neil solved the problem by having his characters in
Strange Interlude say the "spoken" text and the "thought" text in
different tones, aided by the lighting and other theatrical resources.
In Days Wthout End the presence of two actors for the role of John
Lovi ng proved to be necessary: one interpreted John, the visible part of
his personality, and the other interpreted Loving, his inner life. Al so
t he aside has | ong been used in the history of theater. The fact that
this technique is out of fashion today is perhaps due to the fact that
the aside creates a parallel structure of intermttent nature which
confuses the action instead of explaining it. In the "Joker" this need
is met with the utilization of resources that belong to other,
extra-theatrical rituals, during sporting events (soccer, boxing, etc.)
in the intervals between one period (quarter, round, inning) and
anot her, or during the nmonentary suspensions of play, when conmentators
interview the athletes and experts, who informthe public directly about
what has happened on the field. In this manner, every tinme it is
necessary to show the "inside" of the character, the "Joker" wll stop
the action nonentarily so that the character may explain his reasons.
When this occurs, the interviewed character is to maintain his
consci ousness as a character, that is, the actor refrains fromassum ng
his own consci ousness of "here and now." In Tiradentes the whole
political incident regarding the Viscount of Barbacena and the
collection of royal taxes would inevitably be attributed to his "kind
heart" and not to the coldness of his thinking if his thoughts were
confided to the spectators through asides or simlar techniques - which
does not happen when his thoughts are reveal ed through an interview The
spectators should be allowed to ask their own questions, as i! n alive
program before an audi ence. The interviews are open. Finally, the |ast
part of the performance's structure consists of the exhortation, in
which the "Joker" incites the audience in accordance with the thene
dealt with in each play. It can be done in the formof recited prose or
choral song, or in a conbination of both. Those are the basic structures
of the system W repeat a statenment nade previously: the systemis
permanent only within the transitoriness of theatrical techniques. It
does not pretend to
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solutions for esthetic problens. What it does pretend to do is to make
t heater possible again in our country. And with it goes the intention to
go on thinking that theater is worthwhile. Nowadays heroes are not well
t hought of. Al the new theatrical trends speak ill of them fromthe
neoromantic neorealismof recent American Dramaturgy which delights in
di ssecting failure and success to the new Brechtiani smw thout Brecht.
In the Anerican case the propagandi stic ideol ogical objective of the
exposure of failure is obvious: it is always good to show that there are
people in worse situations than ours - this reassures the nore sensible
audi ence, whose nenbers easily give thanks for the financial ability
that nade it possible for themto buy theater tickets, or who feel
thankful for their little donestic happiness, in contrast with the
characters tornented by vices, schizophrenia, neurosis and other
illnesses of the daily psychoanal ysis. The hero, whoever he may be,
al ways carries within hinmself a willful novenent, and the "no"! The
Anerican theater, on the contrary, nust always say "yes" inits
commerci al subnissiveness. Its nain function is to tranquilize and
sedate. In the case of "neo-Brechtianism" the problem becones
conplicated. One should ask, was it Brecht who elininated the heroes, or
was it the interpretations made by sonme of the nore avid students of his
wor k? Perhaps a | ook at sone specific exanples will be of help. In one
of his poenms, Brecht tells stories about heroes, anong themthe story of
Saint Martin the Charitable. He relates that one cold night during a
rigorous winter, while wal king along the street, the saint found a poor
man dying of cold and "heroically" did not hesitate: he tore his cape in
two and gave half of it to the poor man. Both died frozen, together! W
ask: Was Saint Martin a hero, or, let us say it with noderation out of
consi deration for his sainthood, did he col mmt a t houghtless act? .
There is no criterion of heroismthat recommends stupidity. The
heroi smof Saint Martin is not denythicized for one sinple reason: it is
not heroism |n another poem also about heroes, Brecht enphasizes the
fact that when a general wins a battle, thousands of soldiers fight side
by side with him when Julius Caesar crosses the Rubicon, he takes a
cook with him Cbviously Brecht does not criticize the hero for not
knowi ng how to cook nor the general for fighting
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i ncreases the nunmber of heroes without destroying any of them Still, we
find the assertion that Brecht debunks heroes. The exanple of Galileo
before the tribunal of the Inquisitionis cited, with Glileo "cowardly"
denying the earth's notion. The critics say that if Galileo were a hero
he would continue to affirmheroically that the earth noves and woul d
endure the fire even nore heroically. | prefer to think that in order to
be a hero, it is not absolutely necessary to be dunb -- and | even dare
to imagine that a certain dose of intelligence is a basic requirenent.
To attribute heroismto an act of stupidity is a nystification. The
heroismof Galileo was to Iie, because to tell the truth would have been
stupidity. Brecht does not |ash out at heroismper se, which in fact is
nonexi stent, but rather he censures certain concepts of heroism And
each social class has its own. In one of his poens Brecht wites that
man nust know how to tell the truth and to lie, to hide and to expose
hinmself, to kill and to die. This sounds very different fromthe Kipling
hero of "If'" (". . . you will be a man, ny son"). On the other hand,
Brecht's words approach the teachings of Maoi smregarding guerrilla
tactics: One should only attack the eneny face to face when one is
proportionally ten tines stronger than he. Listening to Mao, Ol ando
woul d becone even nore furioso than when he |listened to his uncle; the
heroi sm of the Amadi ses and the Ci ds was determ ned by serfdom and
soverei gnty and anyone who attenpts to re-edit it out of those
structures will necessarily have to fight against windmlIls and

w neskins before the curious eyes of prostitutes who were Castilian
|adies in other tines. Such was the fate of Don Qui xote and such it wll
al ways be. The heroes of one class will always be the Quixotes of the
class that follows it. The eneny of the people, Dr. Stockman, is a
bourgeoi s hero. What does his heroismconsist of! ? If wor se conmes to
worst, he is capable of choosing to bring about the ruin of his town,
for he only considers honorabl e the stance of denouncing the pollution
of the thermal waters, the only or principal source of incone for the
municipality. In Ibsen's text, the contradiction between the need for
bour geoi s devel opnent of the city and the noral val ues preached by its
citizens, is exposed. Stocknan keeps his values and comrits the error of
"purity" - therein lies his special type of heroism W could condem

hi m because we know that the real solution (provided we take into
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a class other than the bourgeoisie) is not the one proposed by Stockman
and is not even contained in the ternms of the problempresented in the
play. But if we condemrm him we will condemm not only his heroism but
al so the bourgeoisie and all its values, including the noral ones. The
heroi sm of Stockman is determ ned and endorsed by the bourgeoi s val ue
structures that support and shape him Each class, caste, or estate has
its own hero, who is nontransferable. Therefore, the hero of one cl ass
will only be understood with the criteria and values of that class. The
oppressed classes will be able to "understand" the heroes of the

dom nant cl asses while the dom nation continues, including nora

dom nation. The G d, for exanple, heroically risked his life in defense
of Alfonso IV and heroically endured humiliation as a reward. Today the
Cd, very heroically, would take his lord to a Labor Court and organi ze
pickets in front of the factory doors, in the face of tear gas bonbs and
police bullets. The G d-vassal was not foolish for having done what he
did, nor would the Cid-proletarian be foolish for doing what he woul d.
He was and will be a hero. In dealing with heroes, literature can as
easily present them as actual human beings as it can nythicize them The
way they are used depends solely on the purposes of each work. Julius
Caesar was a sick man: this can be shown in the character, as the
character can also be nythicized as a man of splendid health, or the
aut hor could sinply avoid allusions to the matter. Myth is the
sinplification of man. To this we have no objection. But the

myt hi ci zati on of man does not necessarily have to be nystifying, for
against the latter tendency many objections can and shoul d be made.
Not hi ng bothers us in the nyth of Spartacus, although we know t hat
perhaps his courage was not so great. Nothing bothers us in Gius

G acchus and his agrarian reform But the nyth of Tira! dentes d isturbs
us. Way? The nythicizing process consists in magnifying the essence of
real events and the behavior of the nythicized man. The nyth of Gaius
Gracchus is a lot nore revolutionary than the man Gai us G acchus nust
have been. But it is true that the man distributed | and anong the
peasants and for this reason was nurdered by the | andl ords. The

di fference between the man and the nyth is only one of quantity, since
t he essence of the behavior and the facts is the same: the essenti al
facts are magnified while the circunstantial ones are elimnated. For
exanpl e: his cook, his
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of the nyth though they may well have been an integral part of the man.
For the creation of the myth Gaius Gracchus, it is irrelevant to know if
the Roman had m stresses, or to know his tastes in food and drink, as it
is equally irrelevant for the myth Tiradentes to present his
illegitinmate daughter and his concubi ne, even though the two of them
m ght have of them m ght have been very relevant for him a fact we do
not doubt for a nmonment. If the nythicization of Tiradentes had consi sted
exclusively in the elimnation of secondary facts, there would have been
no problenms. But the dom nant cl asses have the habit of "adapting"” the
heroes of other classes. Mythicization in these cases consists in
obscuring, as if it were only circunstantial, the essential fact -
pronoting, on the other hand, the circunstantial characteristics to the
condi ti on of essence. Thus it happened with Tiradentes. The maj or
i mportance of his deeds lies in their revolutionary content.

Epi sodically, he was also a stoic. Tiradentes was a revolutionary in his
time, as he would be in others, including our own. He was seeking,

al beit romantically, to bring about the fall of an oppressive regine,
wanting to replace it with another one, nore apt to pronote the

wel | -being of his people. This is what he hoped to do for our country,
and woul d surely have translated his desires into action had ot her
events not made prior claimon his |ife: his suffering on the gall ows,
the acceptance of guilt, and the candidness with which he kissed the
crucifix, etc. Today, it is customary to think of Tiradentes as the hero
of Brazilian independence, but it is forgotten that he was a

revol utionary hero, transformer of his reality. The nyth is nystifi ed.

It is not the nyth that nust be destroyed; it is the nystification. It
is not the hero who nust be belittled; it is his struggle that nust be
magni fi ed. Brecht sang: "Happy is the people who needs no he! roes." |
agree. But we are not a happy people: for this reason we need heroes. W
need Tiradentes. Notes for Chapter 5 'The initials "N.N." stand for "no
nane," referring to actors whose nanmes were not publicly acknow edged;
unknown actors.
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FOREWORD Thi s book attenpts to show that all theater is necessarily
political, because all the activities of man are political and theater
is one of them Those who try to separate theater frompolitics try to
lead us into error - and this is a political attitude. In this book I

al so offer sonme proof that the theater is a weapon. A very efficient
weapon. For this reason one nust fight for it. For this reason the
ruling classes strive to take permanent hold of the theater and utilize
it as a tool for domination. In so doing, they change the very concept
of what "theater"” is. But the theater can al so be a weapon for
liberation. For that, it is necessary to create appropriate theatrica
forms. Change is inperative. This work tries to show sone of the
fundanent al changes and how t he peopl e have responded to them "Theater"
was the people singing freely in the open air; the theatrica
perfornmance was created by and for the people, and could thus be called
di thyranmbic song. It was a celebration in which all could participate
freely. Then cane the aristocracy and established divisions: some
persons will go to the stage and only they will be able to act; the rest
will remain seated, receptive, passive - these will be the spectators,
the masses, the people. And in order that the spectacle nay efficiently
reflect the dom nant ideology, the aristocracy established another

di vision: sone actors will be protagonists (aristocrats) and the rest
will be the chorus -
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ing, in one way or another, the mass. Aristotle's coercive system of
tragedy shows us the workings of this type of theater. Later canme the
bour geoi si e and changed these protagonists: they ceased to be objects
enbodyi ng noral val ues, superstructural, and becane mnul tidi nensi onal

subj ects, exceptional individuals, equally separated fromthe people, as
new aristocrats - this is the poetics of virt Mchiavelli. Bertolt
Brecht reacts to this poetics by taking the character theorized by Hegel
as absol ute subject and converting himback into an object. But now he
is an object of social forces, not of the values of the superstructures.
Soci al being determ nes thought, and not vice versa. Wiat was lacking to
compl ete the cycle was what is happening at present in Latin America -
the destruction of the barriers created by the ruling classes. First,
the barrier between actors and spectators is destroyed: all nust act,

all must be protagonists in the necessary transfornmations of society.
This is the process | describe in "Experinents with the People's Theater
in Peru." Then the barrier between protagonists and choruses is
destroyed: all rmnust be sinultaneously chorus and protagonist - this is
the "Joker" system Thus we arrive at the poetics of the oppressed, the
conquest of the neans of theatrical production. Augusto Boaenos Aires
July, 1974
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"Boal and his work are marvel ous exanpl es of the post-nodern
situation-its problens and its opportunities. Twi ce exiled, Boal is'at
hone' now wherever he finds hinself to be. He nakes a skeptical, comc,
inquisitive and finally optimstic theatre involving spectators and
perfornmers in the search for community and integrity. This is a good
book to be used even nore than to be read." -Ri chard Schechner "Augusto
Boal ' s achi evenent is so remarkable, so original and so groundbreaking
that | have no hesitation in describing the book as the nost inportant
theoretical work in the theatre in nodern times-a statenment | make

wi t hout having suffered any nenory | apse with respect to Stanislavsky,
Artaud or Grotowski." -CGeorge E. Wllwarth Originally basing hinself at
the Arena Stage in SPaolo, Brazil, Augusto Boal devel oped a series of

i magi nati ve theatre exerci ses which pronote awareness of one's soci al
situation and its limtations, individual attitudes, and even how our
bodi es are bound by tradition. Boal is currently continuing his
explorations in Paris, where he directs Le CEDI TADE (Centre d' Etude et
de Diffusion des Techni ques Actives d' Expressi on- Mit hode Boal ), in
addition to traveling and lecturing extensively in other countries.
Theatre of the Oppressed conbi nes anal ysis and practice, making it

i ndi spensable to those interested in dranatic theory as well as
perfornmance technique. nFi ZTH [I1H ZgMEII. 9 0 $13.95 | SBN 0-930452-49-6
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Appendi x A Techni ques of the "Joker" SystemlIn the sane way that in our
daily Iife we live rituals w thout perceiving themas such, it is also
difficult to becone aware of themin theater; thus it becomes necessary
to utilize certain techniques which allow the spectator to "see" the
rituals as such, to see the social needs and not the individual w shes,
to see the character's alienation w thout establishing an enphatic
relationship with him This is nmuch easier to achieve in cinem, due to
the fact that the canera chooses the focus of attention for the
spectator and concentrates his observation on a determ ned point. Thus
Antonioni is the master of reification. The character portrayed by Al ain
Del on in The Eclipse has an intense desire for power, for being the
first, being successful; and this is reified in the nonment his car is
shown (we had al ways seen it before running at a reckl ess speed) hanging
froma crane, after having fallen in the river, or when, after making
love with Monica Vitti, he again hangs up the six or seven tel ephones
that i mediately start ringing again and return himto alienation in the
stock market world. In theater the novenent of the actors has to do what
is done with the canera in the cinema. 1) Breaking up the ritual. The
ritual is broken up in such a way as to obscure its famliar form the
tortured man reacts at a great distance fromthe torturer; the |over,
fromhis | oved one;



