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Boal and the Shifting Sands:
the Un-Political Master Swimmer
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are the methodological problems involved?
Pursuing these questions is the purpose of
this arlicle.

Shifting Sands

Boal's joumey f¡om the peasants of Brazil
to the middle classes of Europe has been
widely commented on. Schutzman6 typifies
it as moving from rehearsal for revolution to
'rehearsal for healing'. Schutzman and Cohen-
Cruz'remark on the effect on Boal's work of
moving into exile in the West, where parti-
cipants 'brought themes of loneliness and
alienation to his workshops'. They also draw
attention to the influence of his wife, who
became a psychoanalyst in Paris.

Feldhendler,s writing of the relationsNp
of Boal's work to Mo¡eno's, explains how
Boal himself described his work in 1989 as
'psycho-theatre'. However, Boal had ea¡lier
¡luúed ùte connection between his work and
psychodrama: 'psychodrama was aimed at
adapting people to the existing social sys-
tem', while Boal's work was 'di¡ected towa¡ds
enabling protest and changing oppressive
social mechanisms'e. The sandJshili further
when he decla¡es in an interview,lo referring
to his wo¡k on his ¡etum to Brazil:

work in
ould do
areas of
psycho-
adjusted

In his theorefical writing, the would-be ¡evo-
luHonary Boalll would never have advo-
cated working to adjust anyone to capitalist
'ociety.

Adrian Jackson, Boal's lranslator, states

(IDEA is the acronym for The lnternational
D¡ama and Theahe Education Association).

In a demonstration of Forum Theatre, the

having pressure put on him to take ove¡ the

iypical of the so¡t of content Theatre of the

individualism; this is as unhelpful as it is
facile'.l2 (A Marxist of course might see this
as an accurate description of Boal,s ar¡ival
point, but more of this later. A '¡econstruc-
ted'
Ma¡
tion
to it.)

Boal himself haces this move away from
Theatre of the Oppressed as a ¡ehearsal for
revolution to concem for the individual back
to its origins in the 1960s, with the famous
story of Virgilio, the peasant who afte¡ the
play then invited Boal to come and join an
attack on the local landowner.

This move away from class politics to indi-
viduals seems, then, to have been a sharp
and early change from what Boal wrote in
Theøtre of the Oppressed, and.birngs him to his
present position, again well described by
Jackson in his inhoduction to Gømes for
Actors and Non-Actorsla as one where

general, rather than vice-versa.

This latter formulation, 'f¡om the individual
to the general', holds an important clue to the
enonnous shift Boal has made since the fust
publication of The Theatre of the Opyesseil in
7974, and this will be retumed to presently.
And the extent of this shift should not be
underestimated. In that book, Boal set out to
deshoy Aristotelian theatre and to proclaim
himself a Marxist, developing a form of
political theatre that claimed both to build on
and to supersede Brecht's dialectical mater-
ialist theatre.

Aristotelian theatre is shown to be repres-
sive, and Brecht's theat¡e is the theahe of
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:f ï,'lqhtied vanguard which provokes
3o¡r8ht but not action _ while Boalis theaheis the poetics of liberation itself.

This is a bold manifesto and a decla¡ation of

Aims and Methods in Conflict

290

This is an example of idealist method wheretne rmage of the world is created not as areflection of the ¡eal *o.fa 6"i"f-à"t".-mines consciousness) but rather wñere thermage of the world is created out of one,s
h.ead (consciousness determines being). Whenall.agree,that this image is how thî worid
liJi.:o:ai"g ro rhe thoughts in our heads),men rt is worked on without making refei-ence back to the ¡eal wortd outsiãe this
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of

;
many minds are deciding what it is. It didnTmattgr h9w many peoplã thought ttre wori¿was flat: it wasn,t.

Conceptions of the Individual

Hegel had_tumed something that is merelv rheproperty of hurìan beings, th-e faculty of thoíght,
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fte influence on these individuals of thei¡
social context. The weapon becomes a stick
to hit the husband with.

to
so
to
explo¡ation of the social forces workins
through this sifuation? The characters remai_i

empowerment or freedom,.6
Freire, rathe¡, understands empowerment

as ,social class empowerment,d thus mak-
The essence of theatre is the conflict of free wills,
conscious of .the means they employ to atãií
Ìnctr goais, wh¡ch must be simultaneously subjec_
tive and objective,

the antithesis of Brechtian tñeahe.

Concepts of Empowerment
Brecht4 was 'deeply suspicious of all artwhich "merely,, Iibeiated and ref¡eshed the

Forum the_ahe is always about what a roomful of
People believe at a particular moment in time,
:1o *h1j one roomful of people believe is nolnecessarily the same as wñat ìhe next roomfulwill believe.s

rvr rçvv¡uuurr. rela[ons ofproduction.



In lhutre of the Oppressed, the emphasis
on individualism does not secure f¡eedom
from oppression for either the individual or

During the reflection period two participants
observed that thei¡ interventions had wôrked
because they deliberately manipulated the
scene. They had observed several earlier

implied that success is achieved through
simulating or rnanipulating the behaviourãf
the oppressor.

. Thgre is thus an urgent need to question
the role-model aspect ofForum Theat¡e. Boal
fails to recognise that

Working within the Sysrem

even modem Hollywood films, where the
tood are rewarded and the bad punished;
but in some senses his own theáhe has a
sirnilar exemplary nah¡¡e, and thus runs the

oppressor's consciously or unconsciously
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(the
xity
nns

The different aspects of sociefy can only be
understood as parts of the whoie; they dó not
rnake any sense in isolation from onj another.

hole into its 'simplest determi-
a preliminary to recomposing
totality of many determùiatio¡r!

Marx criticized the political economisb
treat society as a
, lacking any real
Seeing society as a
underpins Boal's

practice and, mented
nature of the a prob-
lem is explo toìality
('unity of the society
or to an i¡dividual's place in that society.
Brecht argued that

The Particular and the General
This is perhaps the key to Boal's problems
with Marxist method. From the beginning,
he failed to $asp the relationship of rhe
particular to the general or, in Marxist terms,
more properly the universal. He continually
sees the particular in the unive¡sal: 'it is
therefore necessary that the particular be
seen in the universal'.se This is a Kantian,
idealist formulation whe¡e the unive¡sal is
seen as a category of thought rather than
necessary connections in objective reality.

In Marxist terms, the universal is ln the
particula¡, as Ilyenkov argues:

The miversal is above all the regular connection
of two (or more) particular individuals that con-
verts them into moments of one and the same
concrete, real unity.m

Ilyenkov goes on to state that, 'The genetic-
ally understood universal does not simply
exist, naturally, in the ether of the abstract',6r
but is linked by Marx and Engels 'with
affirmation of the obiectiae reality of the unio-
ersal . , . iA the sense of law-govemed connec-
lion of material phenomena'.62 Lenin puts it
even more succinctly:

Boal's failure to identify the unive¡sal in the
particular enables him to avoid seeking how

those social forces are bound to be in any
personal or social sifuation of image theatre,
forum theahe, legislative theatre, therapy
theat¡e o¡ any other form of theat¡e. The
phenomenon cannot be u¡derstood without
seeking out those connections within the
individual sihration that reveal the objective
presence of those same social forces and ideo-
logical forms that permeate all individuals
in one form or another in that particular
society.

The ext¡aordinary thing is that as late as
1995 Boal can still 'lapse' into a cor¡ect
formulation of the relafion of the particular
and the universal:

The smallest cells of social organization . . . and
equally the smallest incidents õf our social life . . .
contain all the moral and political values of
society.il

This perhaps underlines Boal's confusion
and lack of rigour with regard to Marxist
theory as demonshated by the fact that he
continues to refer to it - 'The dominating
ideas in a given society are those of the
dominating class (Marx)6 - while his prac-
tice as we have seen is entirely contrary to a
Marxist aesthetic. Not that this matters in
one sense, as Boal now denies allegiance to
Marxism or any other'ism'.#

Conclusion
Taussig and Schechner note that a partici-
pant in a forum theat¡e session led by Boal at
a workshop held at New York Universiry
complained: 'This is not avant-garde, it's
terrible! This is just soap opera'67 - thereby
illustrating the outcome of the significant
shift away f¡om Theat¡e of the Oppressed's
original intended influence.

ln Boal's Rainbow of Desire approach the
individual participant undergoes a catharsis:
'the catha¡sis of detrimental blocks'.tr This, it
is claimed, paves the way to action. This is
not really a Brechtian mode, but an Aristo-
telian approach which Boal started his work-
ing life critiquing. The spectactor leaves
purged, but not clearer in terms of political
action on a social scale necessary to change
the world. The individual is temporarily
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endowed with the feeling of being empow_
ered to survive and copi with cãpitaiism.
Brecht is far more strident in his cLims on
the actor.

Boal's unpolitical master swimmer needs to
know the company he keeps.
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ACT

The cast of the Arena Theatre invites you to hear the story of Zumbi, thelast of the kings who reigned in Palmares, a black republiã in the heartof Brazil that lasted from 1605 to 1695.
The actors conjure up the spirit of the black king Zambi and dedicate theshow to all who have died fighting for riberty (then and now).
On a slave ship' Zambi attempts a revolt against his white mast,ers.
Zambi is sold as a slave. The actors tell of the d.ifferent kinds of tor-tures to which he is submitted (then and now).
Zambi escaPes and founds the Republic of Palmares. But not everybodywants to go to Palmares. Young Nico, for example, is afraid of Ltre jun-
91e. His companions sing to him the names of all the animaLs he will-find there.
The jungle has many attractions except women. Everyone joins Nico toreturn and fetch some.

The white man's supression is fast approaching. But Zambi forces hj-speople to work, exPlaining that only from work comes the strength thatguarantees freedom.
Unfortunately, Zambi decides to leave the responsibility of the blackman's victory in God's hands. That is, the white God. Ave Maria.
Governor D. Pedro de Almeida is called on to plan the invasion of pal-mares. But the operational costs are too high so D. Pedro demonsÈrateshis good will: he allows the fugitives Èo sLay in Palmares and importsmore African slaves, tax free.
Zambirs grandson, Ganga Zona, is captured and brought to Brazi1. On theslave ship he meets Gongoba. she has no hope for the future, but heconvinces her of the dream of palmares.
WgtJ., work, my brother // work with aII your heart // Palmares is growingwith the strength of the black hand.
White cities buy Palmares products and in return se1I them firearms andammunition. This pleases the merchants, but not the landowners. Butwhen the blacks raise their prices, the merchants and, Iand.owners joinforces. Palmares must be destroyed.
Captain Joao B1aer tells of his unforgettable ad,ventures with the blacks.
Ganga Zona (Zanbi's grand,son) is freed by the guerrilla fighters of pal-mares. He sings to his distant Gongoba.
D. Pedro de Almeida proposes at a state reception that the women, especiallythe daughters of well-bred people, should form a league against Èhe ËIackrebellion. They sing against the "bl_ack threat"
Gongoba revears to her son, Ganga zumbi, who his father is. she urgeshim to go to Palmares to find his father, Ganga Zona. The landownerbeats her to death.



Ganga Zumba, on his way to Palmares, comes upon a black boy lost in thejungle and sings to him the story of the struggle that awaits him.
The whites are losing their military strength; Ð. pedro again demon-strates his good will and proposes peace tarks (then and now).
D_- Pedro.is replaced by D. Ayres d,e Souza d,e Castro, a ma¡l of principlewho carries a big stick.
rn a speech, D. Ayres states that his army will no longer be used toprotect Brazil's boundaries; they wilt be used onty to tigfrt againstinternal subversion, since it is fris primary duty tõ serve-the ioreignking against the national enemy.

Ganga Zumba arrives at palmares and is welcomed by his peopre: "comea"g !9 |tuppy. Aruanda is Paradise, but Parad.ise -is not-now: sor comeand fight with us."

ACT II

D- Ayres names Captain Domingos Jorge Velho to head the battle against theblacks. He plans èo destroy the white city of Serinhaem which i-ã aoingbusiness with the blacks.
Ganga Zumba and Dandara sing a song of their love (without lyrics).Ganga Zumba learns that his father has been killed in the ¡altle of Ser-inhaem.

Ganga Zumba asks old Zambi for vengeance.
Zambi sings that we live in times of war and he cannot keep up with theviolence that the new era requires. As a king he cannot rèsign: hemust kill himself to make room for a more aggiessive warrior: GangaZumba, who is also known as "Olorum,s Swordrl
Ganga Zumba and his people weep over the dead king and the battle ensues.
Domingos Jorge Velho proposes to the Governor and to the Bishop a peacep]-r, step by step: 1) blockade palmaresì 2) free bl_acks witñ coirtagiousdiseases and. send them to palmares; 3) set fire to blacks! houses aná4) slaughter and annihilate every single living person in palmares. ',Wewill have finally achieved peace." He asks coã'è herp. Litany.
The Battle -- The ptay shows successive battle scenes. palmares isdestroyed. zumbi complains that the blacks' only mistake was to believein their hearts that their white masters would finally practice justice.Zumbi understands that fighting is the only thing that is rastini.

"to fight after allis the only way toward believing
is the vray tov¡ard havinga reason for living. "



l/ i ITEX)|IXEXDCXÐ(XEI)CM{E UrE LIVE IN TIMES OF WARby Augusto BoaI and Gianfrancesco Guarnieri

'we live in¡çqsKt*''rE tirnes of war. The v¡Ìrole worrd is restless. In a1l fierd.s of
human activity this ¡e< unrest deterrni¡res the rise of new'u¡ays and rneans.of confrontin

(

new xkalöemgns< problerns. Except the theatre.
The teatre always ttit" to pereoúreflect "o"i.ty. perfect ¡-.,].] "."or"*images' e in ""to"d"t'"u ** every analyticar viewpoint. But, froz.";;r.". '

' Traditional theatre tries to paralizu, ïo fix in tirne and space, charrgrng,,""r-ro""
Little has been done to convey in æt this chqnge, this transforrnation.

hat is rvly the new realitiest, the r..* n"o;esses of anaþsis continue using
fto< outrnoded forms, that belong to other p4ocesses and otfier leafjties. ,The bar
theatre is conceptural, definaable. That is its rnajor lirnitation. when we affirm,
what théatre is, we deny it any other potential.itle pre sent

rn tri¡s phase of its developrrænt, the Arena does'nöt knqw what is theatæ.
W.F*justwanttotel1astoryfrornourpointofwiew.Wehave

" ' ?t "I"Îatstage' so'','e
old lighting instruments ivith larnps (approxirnatery sqa 5of eachl , seating çapacity
of a littleless than ZOO , costurnes , rleaÈx lurnber, projector"r'""r""rr", "r". 

.We are
a grouP of good people' dieectors, actors, tech'iciané, 

".r,torsr. ehectriuians, doormæn,
and house per{onnel . W.e ar.e ahno st 2O in nurnber. We think alike. These people,
exackworking tegether, using the avaílable material, are going to terl a story wit,. a
hidden rnoral' A story which we hope is going to hetp the world to understand. better
things that have happened and that are happening now. .W.hich will help everyone see
things ryift more oibÊxr( .t."" fy.

rt is a cornplicated story, {r¡1fueÉ wifå at kinds of peoþ, a true story with
rnissing facts that are replaced. by the imagination.
need (if we were conventional) mooor rnuch rnore than
sets, xxrxxi¡De+¡rdiqgr and even include a shiprs belly,

To sïage a plåy like this, we would

30100_actors, rnuch rnore tha¡r

a deåailed forest, a large house,



.'.'\\",'tì IIk/\--'-" a slavesrquarters, I chr.rches, a pillory. -trlesx"a=e:<ræ>Eipoe rIAé are ¡¡ot a Ðb.tional
füeatre, nor do kx we have bxsrkxxx angels at our beck and call, but at least we have
ourselves. Frorn those concrete facts¡:oolrcôec*miE¡¡Ê¡ we dev{eped nêw techniques
which we are using in A¡ ena Conta Zurnbi: a character cornpletely detached frorn the

. rsts J : _i : .actor (everyone d.oes everything, women pray rnði'a roles without being concerned about
it, etc.), fragrnented narrative witirorf chronology, irnportant facts mixå¿ wittr incid.enta
ones' d'rarnatic scene€! together'with docuirentary ones, facts lost in time and nev¡s frorr
thè latest prcss, ar1 kínd's of anachronisrns. There is only oneunity tÌ¡at'iB'"rrr.irr".':
irut of all those used to date: the unity of ideas. onlybne idea guia.a the creation of
the text and ôf the show. rrrat is ihe-id.ea f-'rrd in the **.tt Ér{*ßk* ú r¡rtr
writings of the Bishop of Pernarnbuco: "The'iauit of freedorr,rnJ.t" rnan dangerous.'
This is thei ìdea: we want to be free.

our.show r'opirriorrirx used the rnore contrete'truthr'"rtrrolgirtå*-*"=u many
tirne s it did not allow us to show the cornplexity of the fact: t¡à..oir"".r. i;¿, *árr¿.."'-
be'corne singular. In Arena Conta Zurnbi we tried. totgo'uåyorra';n.;, i;'o"u trr. concrete
faòt, but to keep in tact always the univerlalization o, *" facts presented. t**""

or not that was ächieved, we v¡ill soon know.

)
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E¡t-

history of black people
figöf their

of tt'o< fight for justice

which is not unlike today

for the truth in que stion

only a rnan who doesnrt know anything
is a rnan who can laugh

I live in a tirne of war

I live in a world with no sun

trunk

bough

stake

x&ip

chain

ïoPe

whip - - specially rnade frorn crude leather
and it was with those ingenious instrurnents that the black rnan was'convinced to
collaborate in establishing the wealth of brazil.

break the mast, break the sail,
break everthing you find,

break the pain, break the heartache,
brlal¡, eyerything ïrrlil_ it sinks.



,. --ì' -'' and *k look, your excellency: those blacks, inferior by nature, threaten to build a

society far better organized, productive and stoong than ours. it is anti-historical.

it is zurnbi fighting, he is a fighter,
a

xuffiiNg knife xxfüing stabbing, cuts without pain.

the slavernasters of brazil were Iosing their slaves day after day,'hour after;",*,
every rninute. each tnro< slave in good haalth went Íor 20,000 reis. two or three

rnillion new cruzieros, over a thousand dollars on yesterdayts exchange.

the habit of freedorn rnakes rnarr dangerous.

his ernrninence the bishop of pernarnbuco
XVII Century

. .. the strength of the black rnanrs arrrrs that knows what is his :, :

I lived in cities in tirnes of the riots. i lived anong rny people in tìrne of revolt. Thd¡s

how I spent the tirne i was given on earth. i rose.with rny people. i rnay have been wror

but it was not wrqrg to have this wröld desire for freedorn. i ate rny food on the battelfiet
for the want of freedorn. i loved without descretion, for the want of freedorn. i looked

at all i could see without having tirne to see it well, fo.r the want of freedorn. that;s how

i spent the tirne w i was alotted to live, for the want of freedom. the voice of rny people
j'

rose for want of freedorn. and rny voice rose with theirs, for úhe want of freedornr.

rny wöice is not very strong, but cry out i did well . i arn sure that the owners of those
' ''!, (.

lands and plantations would have been h4pier if they hadn't have had to héar rny voice,
i _ i'r: '' i' ' '. --, .

for the want of freedorn. that's how i spent fhe tirne i was alotted to live....for the

want of freedom.



dialogue
gentlernen, &issdioo<gives birth to.w.isdorn. opiniones must be proclairned.,

defended' protested' the duty of the g'*e*oo* distÍrict governor is to listen
to everyone' but should act or only according to the dictates of his own individuar
conscience' pxxioc let us be magnanimous ," Ht#ltorra firrn in action.

"i"tLî?Ïîd 
in oppinion' singular in obedience to rny rnandate. rhere wilr be thei

;flft¡qq¡tnar¿red' as there arways will be. ax vigogrous goverment takes unpopurar'
measures of pcÉx**."um*Tnu 

"ro*n, not trr. ¿l".orrr.,'r"u.' Tny goverrnent
will be unpopular, and so it rnust conqueï, step by step, within the law, that f

xr'xr¿sú rnyself must rnake. gentlemenr ]rou will rnake *"",."" orra who makes politics¡.
politics as one who makes war.

sousa de castro, district governor

the whip lashed, the whip taughtrit lashed so many times, that"the people grerü/ tired

and the work is good, rnassa!
aruanda can bring peace,
but not here.
peace on earth is
iove thar e;;;ïJ;å;l:ï,1"ih ay corne !

if the free hand of the black rnan touches the clay :"---.- --,c.-:--:,r.,.what wirl come fortÏ¡/? Þ u¡¡E çr.a)

¡--) . "'::,ä1'. iri;'ii;î.;i"å",, we can eat,
i poa" will corné iorth, walis wiII come
i jorth, pretty. statues w.ill come fortlì for us to see i
i

if the free hand of the black man touches the I if the free ha¡rd of the black man touchepakn tree, ¡r'u L('Lrcnes tl'e i the panther, 
I

what witl come forth ? i what will corne fbrth? 
:

i

pol

res
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the whip lashed
the whip lashed
it lashed so rnany tirnesthat it killed my father.
ay, scx surn that is just about to riseit wil1 bring nothing new.my dream of life is overnot even y-ôur love.will mean anything tö rne.

.the whip lashed
the whip lashedit lashed so many time sthat it killed my fahter

i only want to live !:

@x
a will to exist.
¿ wa)¡ of knowing
what we donrt have
to just be people.

the whip lashed
the whip taughtit lashed so many tirnesthat trbecpeepk grew tired

v/e

so tired, we understood
that after al1 bc{ göe fighting
]s t]re eng way >rÐrbei}Ê*å to îelievingxis the way to having
a reason for being.

I

he r¡'ho forgets its own will
_ft¡ 

wtro ac.c.p_t! not to fulfilling his desire1s recognized by all as being äse
itts that that i always seeitrs to that that:i say, nol
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Deer Don¡

th¡nka for eavLng tte day by recoverlng nthe losÈ,r Braztllan
Bcene ehote and eavLng Abner Klipstein from coænsritLng hari-karl,

l'Iould llke to sutteeÈ theË Augusto Boallthe founder and
dlreeror of sao Paulole Arena rlreacre uright make a good. feature¡

lbf s lære thru bh' zgth wlth his wife cecllla Thumlmra nr=mber
of thê troupe of Arens Conta Zumbl.

B6+1rwho speaks excellenÈ Engllsh¡ str¡dled ÈhêeÈre aÈ
coh¡mbia unlversrtyr FÞ and his wrfe have a daughËerr

r gather 30''Ë of Ètre actl0n of trre ehowrr-n whlch the
mrlltary beeo'me gorilllas bef or e your eyeg r ls not træ way iË is
permltted to be'performed in Sao paolo¡

F.ls eoneepÈs of Èheatra ln ite totality wouldnr t sotrnd
m'rch dlf ferent frosn lom ol Horgan¡except he hae a military dletatorehip
Eo contend with'in his hoæe eounEry.

Llke :nost revoluEionarres he is a nirdrsoftspoken and ¡

åÈtenÈ1ve !trâtìo l{is Et¡eatre lras eonsciotrsly modeled on tlæ Actor8 Studlo
here¡ Incldsntally¡ olìe of Augustots one åcËorE wrltten when le was
studytng here, was produeed et tlæ Studio.

His tectrnqlue developed in zr¡mbirwho 1g a legendary ErazLL-
lan folk hero, is to eeke ttle fable and play lt agalneÈ modern rn¡sie and
an updated newspaper ctory of an uprieing aßalnsÈ each otlef¡ lb says¡,,IËB
es lf' columbua arrlvlng tn Arærlca had pronounced the Eane fÌrst rrorda of
Armafrong totrchlng the Doon¡rl

lÞls at tbe HoÈel Edieon if yoqrd eere to hsve ånyone
cheÈ wlth hln, iìegards¡
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.,r,\/
ùear llise iioltznen:

augusto Boal, artistÍc di¡ector of, the ^êærla Theatre
of iiao Paulo is com-tng tc tcryn Âug. II to prepa¡e ilre r+egz fcr hfe
colu:aÞy of Brazilían actors allpearÍng ir, ,,AreÞê Conta Zu¡nbí,, atSt. Cleæntts Cirurch from .,iug!¡ 1g tn,*r ZZ. A coryany of L2 actore
and musicíar¡s hrilj_ Érppear in the play ç¡ith music dm portugr¡ßse r.,ith
a rr:nning Brnglim Daæative.

Èoal ís a líberal ín a. to¡rgh eotulty to be a liberal.
i'þ is articulaÈe and fluent in ;irgl_ish. líe etr:died at Coh¡¡nbla
t,niversÍty r¡rrder Jchn ilassner âd, r dlould thirrk, make ¿n ínterestùrg
off-5¿¿¡ inte¡n¡íeç..

lne ;,lu¡y, uríttan by Boal in cotlaboratíon wÍth
Gisnfranceseo cr¡ara'Íeri¡ h¿.s ilossa l,îova ¡auslc by ucru cobo.

Joanne È'ottlítzeFr manasirrg director of tt," Theatre
of Lat{n Arærica, is preeentÍng the Braailians here.

Ücræ see Èhê troupe but Ín the rneant{r¡e ple6se consÍd.eriloal anC meybe other æmbers of hÍs eonpany.
Sincerelyr '-,--i)' , ;/

-lxt:.-:-, 
= '\,

Sol J:¡cobsçg-teç¡!6 rla¡srgn-Abner l:t ipstelnPres¡: Reps. ]I:frATnE on ijri¡l ålç,jt'IcA



fug. 7. 1969
JUIÍe RubeneteÍn
lodaY Short

IJear JuLl.e :

Augusto BoaI, årtr'etíc direetor of the -{rena Theatre of sao
Irauro is comíng to towzr Aog. 1l to prepare tbe w¿y for hl¡ co¡ilpany
cf ürazillan actore arÐearÍræ! ín n.årena conta ã¡úi,r at tit. clementrs
{lhurch fron Aug. ls ttì:itr 27. A compa'y of L2 actors and rnusÍcíans will
alrPear in the plav r,ith music:in Fortuguêç{wÍtrr a nmnlng râng!-ish
namativeo

' Boal Í^s a 1Íberal in a tough eormtry to be a liberal. HG
ie articulate art'l frr¡ent in itn¡I1ieh, He str¡dÍed at colt¡¡pbia låriversíty
tsrûer John Gassner and, I shouLct thlnk, m€ke an interæeting off_beat
intervien¡.

?he playr to¡ritten þ Boal in colra'iroretÍur wíth Gia¡rf,ra¡rcesco
Guaranierf , has Bosse Nova uusíc by ltdu Cobo.

Joorure Pottlítzer¡ nãn*girqg dtrecÈcr cf tìæ Tlieatrr¡ €f
LaÈín lneriea, is presenttng ttre Brazfliene tiere.

coæ see the troupe but Ín the meaati¡ra ple"ase consicier .loal
arui maybe other nembers of h_ís coryany.

Inr¡rks and best,



Blography of Augusto Boel

Founder and dtæctor of Sao Paulo¡Brazllrs f¡spd Arena Theat¡e¡
One of South Aæricala top theeÈrlcel co,mpanieso

Currently playlng a sallout engatesÞnt at StrCle¡r¡gnÈrs Church¡
wteæ lt opened Augrl8 and hee Èo close Aug.30th.
Playlng rrArena ConÈe Zu¡obirn a Bamba swlnlnglng ñr¡icat rhcc¡¡ç i¡
most modern ldlon¡yet lt ls abotrt a,n t8f¡h elane uprlelng !n Colonlal
tlæs¡
Boal ¡tudled ln ttew York City at Columbla Unh¡erslty¡ worked wlth
tha Aetors Studlo¡
Þ hae wrltÈen åB well ae drrecüed nany productions¡including
Arena Conta Zunblr
Arena r¡ag founded tn 1950o

Started a eeminar on plaprrtgting¡and sËiüllated Braztllån auÈhors to
wriËe for tleatrê¡ From 1958 to L962 we produeed only Brezllien nelt
playsr }f¡ch lnfluenc.ed by BrechËr
ln 1963 Étarted dolng elaaeics¡Molterer Lope Ðe Vega¡FÍichavello¡etco

Deeplte Ër¡e aatrre "Þ"i";-r rhê mlli taÊy in Aæna conra Zuurbl¡
hls BoverrunenË allqted hla Ëroupe to coæ hare¡
lþ i¡ rnarrled to onÊ of the actresges In tlæ shanrCecllta Ttrunlm¡ Ttrey
hsr¡e a daugÞËer(yotrng).

Gat him to talk abotrÈ Brazll-and problems of a tlpetre arËlst ttere¡



avf Ouo¡ Ju:. llùi¡¡KLrN

composer. who is exiled here in
Buencis Aires just like myself, did the

from Lewis Harmnn
229 West 42nd Street
New York CitYcta-tatIrg. r, 19F9

Ðear Jæ tr
ilouLd lfke to s'JgÍ,est

famed a"t"iri-"o PLarnrright &
ã1"ã "t ot' sus,¡s t o- u iîlet fl # r*o

i'þ ¡,¡ill be
firr:atÌe of

lement I sI tlrru 27.

Ålso ås an
guest, Joanrre Pot
Ëoræli inanq€ii¡g d
Tr:eatre of latin
oresentinÉ t-lg tsr

h:tttt¿ Eiü;.'"lo*'o" here last
vea?.r*s--,,\br,o" KliPsteln rqil-l be
piner.-tiitirg ior us lì:1t,tt**kñlir scl reí'¡rrrs on the lSth'
li* õæ- r* e vacation ùat'

Tfrariks anri besËt

e.vJ.(,

-.1-v-f1
Ë-l

lr¡
el.jr-
2
rfl
/

m¡6ic. . , - I'm-lrying to put the play
'on in Buenosn.Ajres, l¡ut reprgssion
here is terribie. There is no official
censorship like there is in Brazil, but I i
the^lheatre.owners m¡l¡e *,.t' 6orn licèñSrshìp] ;";wlich they . beplayed in their theatres. . . , ff".Jtmes: Tulh fighting. eve.rything is;
uncertain. [,ast year they put f¡rõ to i
C theatre where .Jesus Christ, Su_,.,

frstall was quppo-sed_to open; it
burned to the ground-"e.f -:. ¡

¡\



Dear Lew: This is a copy
in the TIMES.

of Joanners ad for this Monday, Aug.
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10 PERFS. ONLY o AUG 18 thru 2&.
Opens Mon. Evg. Aug. 18 at 7:3O

THEATRE OF LATIN AMERICA PRESENTS

THE ARENA THEATRE
OF SAO PAULO

Brazil's Foremost Repertory Companyln the New York Þrem¡ere of thei.
Ereatest mus¡cal success*ÀRENÀ COITTÀ ZUMBtf (w¡th English narrative)

Perfs,: Mon. thru Sat- EvBs. at 8:3O;
Sat. Mat. at 2:3O.

SEAÎS NOW AYAILÂALE
Phone Reseilations Accepûôd. 2167217

ST, CLEMEN.rS CHURCH
423 West 46th St.. N.Y.C-



WE LIVE IN TIMES OF WAR
Augusto Boal and Cianfrancesco Cuarnieri

we live in times of war. unrest permeates the entire world. rn all fieldsof human act¡vity this unrest determines the rise of new ways and
means of confrontíng new problems. Except in the theatre.

ZTJMBI
?-169s

the strength of the black man,s arm knows what is his . . . .

my food on the battlefield, for want of freedom. i loved



LATTN N{ERTCÀN THEATRE PÀIR
directed by
AUGUSTO BOAL

À kaleldoscope of Latin American points of viewthrough Èheatre and muål¿ --

THE

THE

BLACK tfnpf.Af¡g (Argentina) by RobertoCoega, German Rõzenmacir"r, õ;i;;-SonÍglLana, Ricardo Talesnlk
COCK (Peru) by Victor Zavala
ÀUÎOPSY (Colombta) by Enrlque Buena_ventura("

TORQUEMADA, prologue. (BraziI) by AugustoBoal
GUARDIAN ANGEL (Brazil) by
MAN DOES NOT DTE BY BREÀDby Jorge Dlaz
ÀNfMALIÀ (Brazil) by Gfanfrancesco Guarnlerl
COLLAGE adapÈed by Augusro BoaI

translatr'ons by Joanne pottlitzer & susan Rudge
-... 

.,

a a a a a a a a a a a a a -'-----

There will be no fntermissl.on

Augusto Boal
ÀLONE (chite)



Joanne pottlitzer
3g \ürst_5_6 StreeÇ New york,I\"y 10019phon e/Fax : 212_333 _7 3 O . n_ùIaif , ¡ o_ut"lO"ö-sn. com

...............
BIO

At TOLA, Joarure produced mor

erto Rico in 19gg.

BS degree in Theatre (With
Middlebury College. She has
extensively throughout Latin

rk State Council on the A¡ts to

member of the Dramatists Guild an .Womenû.[ew york.



"The Envelope"
Latin America , a memoir about my travels in
Latin American University,s ,,Confeience 

2000:
will appear in the (Jníversity,s

owing excerpt below, stands fornization I þunded in late 1i66.
ímages of the cuttures "oo""o,:::;,i:;:iiff:"the 

(lnited

J.P.

Joanne pottlitzer

The envelope from são Paulo arrived with the morning mail. This was 1g71. ToLA,s
officewas operating out of thefourth floor of the ANTA building in New york,sBroadway
theater district' above the ANTA Theatre (since renamed the virginia Theahe) on w. 52nd Street.
The envelope had no retum address. I¡side was a tiny piece of paper that had been torn from a
larger sheet with a note scrawled in pencil in hurried handwriting, ..I,¡¡ in prison. No one knows
where I am' contact Richard Schechner. contact anyone you can think of. Helplll Help!!!,, It
was from Augusto Boal.

My heart leapt into my throat. I was scared. I didn't know what to do. Do I get
involved? would it be dangerous for me? I was frightened of being directly implicated in such a
volatile political situation' Brazil's military government, which had overthrown democr atically
elected officials in l964,had been replaced by an even harsher, more repressive regime in r96g.

I had brought Boal and his Arena Theatre of são paulo to New york in 1969, and again
in 1970' Their first production, a musical, Arena conta Zumbí,was highly praised by the New
York critics and played to sold out houses during its brief two-week run. written and directed by
Boal' Zumbi was based on a story from Brazilian history during the 17th century; but it was in
fact a not-so-subtly masked parody of Brazil's political situation in the 1gó0s. Edu Lobo,s
music' interpreted by only three musicians on stage, captured the audiences that packed into st.
clement's Episcopal church on 'west 46th street, one of New york,s most charming theatre



spaces' which maintains its religious function as wet with the cerebration of sunday Masses byIowering a large crystal cross.

I put the note down and went on with my normal daily work. Late in the aftemoon, afterstruggling all day with the decision of what to do, I knew I c urdn,t live with myself if I didn,ttake some action' so I looked for the note. It was nowhere to be found. The office was largewith several desks' but I was alone that dayso I knew that no one erse courd have picked it up. Ilooked everywhere, even went through the wastebaskets. No note. Again I looked on all thedesks, under them, behind them, under piles of papers, on the floor. Nothing. Finally I wentthrough the wastepaper once again' At the bottom of one f the baskets I found the note,crumpled into a little ball' I had no recolection whatsoever of having done that. Mysubconscious fear had been even stronger than my conscious feelings. I smoothed out the rittlepiece ofpaper and began making a list ofpeople to phone.
The following day I received a letter from the manager of Boal,s theater in são pauro,saying that he had been picked up on the street ten days before on his way to rehea¡sal. Encrosedwas a plea for help from Boal,s wife, Cecilia.

I called Gene Monick' the vicar at st' clement's, who suggested we write a letter to theeditor of The New York Times demandingBoal's rereaseand that weask we, known theaterpeople to sign it' The letter defended the artist's right to free expression and protested Boal,sanest' I began by calling Richard schechner, whom Boar had mentioned in his note. (Ia 196g,shortlyafter the military crackdown in Brazil,I had taken Richard, then ayoung avant-gardedirector whose landmark production of Dionysus 6g had,just opened to rave reviews at thePerforming Garage in soho' on a 3-month ,,ip to Latin America to meet with theaterpeople. w.ewent to Mexico' cuba' Argentina, chile, and,Brazit.In São pauro, we attended a musical play ina theatre where a bomb had exploded the night before, after the performance, damaging thepremises and the lighting and sound equipment. Nonetheress, the group, Teatro oficina, had



decided to continue performing' we also accepted an invitation from Boal to have runch at hishome' Being a very practical guy' he was interested in learning ab ut the possib'ities of hisgroup's performing in New York' Boal wife, cecilia, an Argentine actress who worked in hiscompany' \¡/as more forthright with her feerings toward us as Americans. she didn,t open hermouth during the entire time we were there.)
I read the letter to about 15 people, all of whom agreed to sign it. Others who learned ofBoal's arrest wrote letters directly to the Arena Theater, which in turn passed their letters on tothe relevant authorities' Among those who igned our Tetterwere Richard schechner, Harotdprince' Jo e chaikin, Robert Anderson, Alan s chneider, and Arthur M'ler. w hen I talked toM'ler' he wanted to know what erse he courd do. At the time he was president of theInternationar p'E'N. club and suggested that p.E.N. courd do something as wer. He arsosuggested I get in touch with the New York office of Amnesty Internationar to see if Amnestycould adopt Boal as one of its official political prisoners.

Boal was released shortly thereafter' As fate - or coincidence, or providence - wouldhave it' the day before his scheduled hearing a paraphrased version of our letter _ which hadfinally been published in the Timesthree weeks after we submitted it, but with onry five of the 15signatures _ appeared in O Jornal do Brasil,Rio,s leading newspaper, with a headline saying"Arthur Miller Defends Augusto Boal.,,

Several months later' when he came to New york from Europe, Boar tord me that a guardhad put his scrawled note in an envelope and mailed it to me. He also said that a large dossierfilled with letters people had written on his beharf was present at his hearing. The judge had readthem all and had seen the Jornal do Brasilarticle the previous day. Among his questions to Boalwas' "rsn't Arthur Milrer the one who was married to Mar'yn Monroe?,,
During that conversation with Boal, I was ararmed that his short-term memory was notfunctioning properly' He didn't remember something of consequence I had said to him an hour

aJ



orso before' I brought itto his attention. H e saiditwas because of the electric shockshereceived dwing the ten days he was held was in soritary when nobody knew where he was. Heexplained that you "disappear" during those first days, so that if you die from the torture, yousimply disappear permanently' Attempts are made to prevent excesses by having doctors presentthroughout to test your level ofphysical resistance.

Boal began to describe the horrible experience. That was the rst time I learned aboutthe device called the Palrot's Perch, a pole on which a person is hung upside down by the knees,
naked and blindfolded' Boal told me that he remained in that position for so rong that his fingers
swelled up and turned blue' They place conductor crips on various parts of your body, throw abucket of water over you' and as they interrogate you, they apply the erectric current. They toldBoal they were treating him with dignity because they did not apply the current to his testicles.

The current applied to other parts of his body was so strong that all the fillings fell out of histeeth' He chronicled his torture sessions in the prorogue of one ofhis prays, Torquemada.
The story is not without its humor. His torturers asked him, for exampre, why he had

dollars in his house' which had been ransacked by the police. Boal explained that he had been
paid in dollars when he and his theatre company performed in the united states. They said he
was lying and applied the current' For them, dollars were only a means of money exchange. He
explained further that in the united states dollars are used as normar crurency, that people even
buy hamburgers with dollars' More current. At one point, Boal asked them why they were
doing this to him' They said, "Because when you're out of the counûy, you slande r Brazir.,,
"How do I slanderBrazil?" Boal asked them. "you saythat in Brazil there,s torture.,, As he
hung there naked on the Parrot's Perch, Boal started to raugh. They raised the curent to the
maximum.

4



After the ten days of solitary, Boal was placed in a cell with about 25 other political
prisoners' when the prisoners on his cellblock leamed that he was among them, they would sing
to him - at night, after lights out - popular songs from his musicals.

I would hear similar accounts about music and about humor in the mid-lggOs, when
chilean artists began to relate their stories to me of their experiences during the pinochet years.

*'F**************


