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lated both to the creation of
mes. These e “"f:':f;rﬂpuill'jy spaces where tl:m:lht"
Jndl to the exploration of the limiy ﬂft]gn:

drama dim 1“:1 ‘djurl_upt the aAttentigy of
‘ ¢ dal le Ol COMMON users
and cmttﬁﬂm:“ﬁ'":r';: d':hrii#ﬁugs with whom 1 have ""’;Lﬂjdf
¢ :'::l:m:mc n_ppnnunitiﬂ for creation by 4

have '““1‘;' 'ﬁﬁﬂa possibilities for taking radical artistic nﬁ.ﬁ
' :mludt different forms of participation 1"!" city residenys
discuss risk in the context of actors 's_n.*urk in conten.
v street theatre. Risk is both physical and mental. This thea.
el wd-. seeks o expand performers’ abilinies 1o take risks and ¢
"It is necessary to consider the city as dramaturgy in order to inves;-
gate the possibilitics for theatre that invades the city’s public spaces. By
ties 10 break citizens” routines and discuss the ditfhﬂ;:;hﬂﬂm;d space.

: ".'L'.'i:'jff';'_"-:"-j."z:."""-'_b-""r"m case P sl = | I i
interactions between cople in the city and performers as part of social
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KISK IN THEATRICAL FERFORMANCES IN THE CITY . 235

ldmgfﬂlk as material for a *theawre of invasion™, 4 kind of performance
chat is made by occupying public spaces with the objective of breaking
up daily routine, through the use of ludic materials:

THE THEATRE OF INVASION AND THE Crry As DRAMATURGY

The objective Of my artistic practice in the city 1§ to construct perfor-
mances that take the most mobilising clements possible trom the spa-
ral realm to creare dramatic sequences that engage the public as they
develop,

Working with this premise, I propose that the performers experiment
with conditions for ereativity. They begin with exercises that imply being
in the ity in a situavon of fictional interplay 1o create a dialogue with
the context of the streer. Using this idea as a starting point, 1 experiment
with actors tving out different forms of breaking the daily flow in dif
ferent public spaces to ¢reare situations in which the rheatrical scene and
real life are related and in which the participation of passers-by 1s fun-
damental. These exercises seek to both give voice to the passers-by and
allow the performers to try to understand the life of the city from within
the performance, that is, to connect with the passers-by in the evervday
scene to create new scenes (Fig. 1),

The idea of the city as dramaturgy implics the participation of people
who use the city as an clement of the cnmp{munn, given that these users
and their habirs shape the structure of the city’s environment. Thus, to
study urban dramaturgy it is important to construct scenic-based exer-
cises through which the performers engage passers-lw,

Participation is thus understood as an action thar establishes closer ties
between artistic language and political fact, that is, between the poetic
ficld and the social field, To partcipate is l'.htl:l- to intervene in the con-
struction of a work in which individuals go beyond their condition as
spectators who interpret the work, It is necessary to remember that
ltalian historian Marco De Marinis observed that to be part of an artis-
ﬂ:wﬂtm: T:ﬁh:finﬂ‘t::phccuft}m artist-creator as well as in that of
the spectator critic. Nevertheless, this perspective is directly
Fllnﬁ! mﬁ:w type of participation that is based on the production of

'.uﬂan space works with a logic
t a4 suggested by Bourriaud (2002),
that are said to be
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Fig. 1 Dy Saborosns Aventuras de Dom Quixare de La Mancha—Grupo Testro
que Roda. Plhoro Lev Rebostein

subordinare to social and cultural contexts without, n fact, question

g their ties to these contexts and certainly without considering the
aesthetic and linguistic dimensions. There is thus an acceptance of the
relational structures, whereas the participation sought by the Theatre of
lnvasion attemprs to break with the established rules of conviviality in
order to apen up new horizans of relationships in urban spaces that are
clearly supported by the production of the poetic objects that envelop
t:l: EtTl'. In this :ILELEI.'.".r Pﬂﬁ&dm-h}i pmdu:: thcir OW11 P'.I]'ljl:ipnlﬂﬂ'“r AWHIE
:h:ii:h:l::;n ﬁ#ug an ‘“‘ﬂmf object, and they can thus c:t'.pcnr:nl.:r: s

pleasiire as a material of their active transformation of the event.

") expencnce, this is done through the realisation of small scene®

manner that is out of the public spaces using their bodi

kR rdinary, T1 : : vl perform
ers Iy A v. Thus, we experiment with pe

PH;I‘:T&F:LI:!:J:; ground in I:l bus station while i;cpﬂhﬂg with P:ﬂplc who
f|1gaﬂt1.il_' thI“H:.lﬁ h{tal-t‘td 1§ [ljﬂjrj_ thﬂ-' are on hi”hl'.h]rd"; ar 1n [_rﬂ,ii._“:'hﬂ
. Pucin Passers-by, and groups of performers moving

through :
- Public transpe : i
'BE A precisely ‘-'-hl}['.:l ftation, such as buses ar sy bway cars, while el

1 & J
Wr-"}‘ﬂﬂhmwgf h-":’d sicne, such as a group of P':'DP["- rﬂadlﬂs
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RISK IN THEATRICAL PEAFORMANCES IN THE CITY 237

All of these modes of occupation were used to produce marerials for
creation of invasive theatrical performances. hscovering ways of
dialoguing with the users of the city, using artistic experiments, enables
these users 1o fulfil more than the role of simple informants who provide
us with the matenal for our creation, The fact thar the performers are in
the city and are doing rescarch within a performance process radically
changes their perception of the city. It involves their conducting a read-
ing of the city through the lens of a performance condition that shifts
them, as artists, out of a zone of security because the exchange with the
passers-by _i_s mediated by fiction,

Artistic interventions have a powerful capacity to provoke shifts of
perception about how we can behave in situations that deviate from the
daily or normal routine. This is due to the fact that they visit playful rer-
ritories that faclitate the inversion of order, as French anthropologist
Jean Duvignaud affirms in his book Le jew du jen (1980).

From the time of the Dadaists to the Situationist’s Theory of the
Diérive (Debord 1999) and the productions of the Living Theater ( Tytell
1995) through to today, we can consider different approaches thar take
the relational spaces of the city as a realm for artistic experiences that
converse with the effective participation of citizens. The city is a living
space constructed by a multiplicity of forces, among which are the users
who directly or indirectly intervene in all events that take place in the
public space.

When considering artistic actions thar invade the urban space to create
an expericnce of participation, another element that s worth considening
is affece. Brazilian cities can be hostle environments in which passers-
by often feel threatened in some way. Theretore, producing moments
in which strangers can overcome these situations of anxiety and submit
themselves to a form of interplay with the performers 15 a strong way
of generating a discussion about the rules of urban space and public

ICIp n.

In addition to these elements, we also experimented with scenes that
m;,-.tud:& actors running through streets, through subway cornidars, and
as w]i as ﬁnmﬁng Ilr.mg building facades and walk-
ing on roofs and marquees. In these different siruations the risk for the

erformers 1t was within these risky experiments that we sought
the “aceidental” public in the sreets.

mers fa H—:.; ‘the sensation the spectators felt
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RISK IN THEATIICAL FERFORMANCES IN THE CITY 239

The daily lives of cities turbulently express the tensions that traverse our
SOCICTEs, :

The Brazilian geographer Milton Santos has written that in our tme
we can see a symbiosis between the city and techniques that reverberate
in the power that ebbs and flows in social and economic contexts (2004,
17). This happens because the process can be undeérstood as an ccon
omy of thought adapted to an instrumental logic, which has the function
of reorganising our behaviour in the citv as part of a complex system of
production and consumerism, It means that we are losing public spaces
where communities could confront social conflicts. For this reason, the
ethics of citizen occupation of the city requires the construction of prac-
ces that create spaces of sociability that go bevond the flows of con-
sumption and that sumulate the possibilities of parocipation to politicise
the space of sociability. It is on this terrain thar ditferent arusnc projects
that seek to recover an urban utopia as a site of conviviality are built, To
say this is not to affirm that these projects can erase the conflict through
artistic practices, but rather it is to recognise that the city’s spaces are
realms for processing these conflicts. We must understand participation—
even participation that is part of an ardstic event—as a voluntary inter-
vention in the development of conflict.

* The space that invites citizens® participation must be recognised as
an arena in which the citizenry can contemplare various points of view
and, based on their collective interests, consider various alternative poli-
cies. We consider the occupying public squares as the creation of forums
where 2 wide variery of political and ideological forces, directly or indi-
rectly, debate the future of their respective counmmes or collectives.
A recent example of this was seen at Tahrir Square in Cairo, which for
weeks was the centre of political life in the city. All of the living forces
that could coexist were represented there, expressing their differences
and engaging in political argument, and this is what produced a violent
and authoritarian response from the reigning powers, an expression af
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e wity. The spaces of participation,
evidene, . emarion s @ fandamental practice of

i -;w ﬁﬂnﬁﬁxit ;;T;::L'HE this type of arustc action, lnnm
mhumll:z‘upm:ti of the projects amd more thfﬂ“.l_llh “Pﬂ'tmﬂﬂtﬂﬂu{: with
tc way space fs-accupied and the manner in which (physical) bodies aye
used by the actors. It iy the bodily pracuce of using space that can pro.
duce in individuals an opening up toward shared experience. Throug,
the experience of oceupation, thie passers-by animate and transform the
thcg;cp{t;f;i l:; Fm";ﬁ?rﬂm of confhcris a kE!.-’ ta‘_-i."ﬁ tor the pmd.ummﬁf
performances that seek dialogue with the ¢ity. This ﬂlrti&!f;iﬂiphu a shift
from a place of pure (theatrical) presentation to one in which performers
cannot abandon their role as citizens, Instead, they approach other cit-
zens so that together they can undertake transformanve actions. In this
case, we need to recognise the potential that artistic performance has for
transformative action when it is able to effectively incorporate the partici-

the position of mere spectators to that of

or the lack thereof, are plaged i
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Fig. 2  Awntirona Crdade. Photo Léo Macirio

The culture of images and of hvperconsumption also corrodes the
noton of public space as convivial SRt Coctiindy.  this-domt S iaran
that citizens have completely lost their capacity for occupying and using
public space as a forum for political life. The different mevements: that
aave occupied squares and the permanence of the tacthc of holding strees
demonstrations indicate that not all perceptions of public space have suc:
cumbed to the sphere of virtual social networks. Nevertheless. the subst

wnon of the oecupation of public space by virtual encounters is evident.
’ ."l'l.'l.' WA :u'_-iflE. d! SEI5E li]' .‘i-|:h'll.‘-4;_'5I r'ﬂ-'t‘h".‘tgus,;n .ﬂH: Pﬂ."l'-ilh [h-l: I.]I..'IL"ETj”n:
are we nio !..n'|i|'l|5.', £ 1|I1Lh:|"-ita:'|l.| sPace as a carrier of |1|].r_-,.]n[nE |il1|'.¢d o
L practces and uses of space?™ (ibid,, 2263, Ci nsidering this question;
:i.::: r,:'h::t::;:_; :-':.'I‘.Illi'llil'LIL-r that living in a “_Hf" is a corporeal E.I.Pﬁ“f-m'—":;
U our bodies, 'l'hl:um:q,l-u theough it, and for this reason "f"-'i: inscribe 1
» WE CONUnue EvEry [L'lﬁ' Lo resist, tif"i-Fl-tl-E the d':"Plr

HOn of meanin | .
5 T . |
e o &% I interactions triggered by the practices of the IS

Ihﬂ CXPErIETice of

_ mvad - A - e
BEUONS requires thar we conpe - OF the city through, periorms

We confront questions related to the DWG alements
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RISK IN THEATRICAL MERFORMANCES IN THE CTTY 143

Ihtﬂl: the focus l:'rr this ‘text {".K]H;' rimentation with situations of rsk and
_P,;ﬁ;ij:nﬁnn as prime material for the impact of theatrical performance:
m@_ﬂpﬂimcnmnun‘g link to ethics when committed to disputing the
_ for constructing the identities of urban spaces. It is also neces-
ﬁﬂ-tﬂ affirm that the very notion of participation is controversial and
the [ﬂﬂﬂd need to reflect on the possibility that participation is not an
insrumental experience, but rather a sign of collective and individual
autonomy for those who decide ro break with the logic of repetition.

Thﬁﬂ processes take plice in dialogue with the materality of the
urban space, that is, amid the flows and variations in its repertoire of uses
and in relation to the appropriation of physical structures. These mate-
rals shape the dramatic plane of any creative process that rakes place
within the city, and they are the clements that determine what makes the
spectacle, or watching the spectacle, into a redefinition of the city, even if
in an ephemeral way. :

It is preciscly for this reason that it is important to discuss how the
conditions of public spaces and the social experience of identities per-
forate the theatrical scene, making it porous and transparent. Urban

ces can construct spaces of fleeting conviviality that stlimul:.u:
: articipation. This can be seen in a more compleX way
wf uﬂ:ﬂ?ﬂgm of neighbourhood theatres, the aCCupation of
neighbourhoods, and professional artistic practices that question the
place of the citizen in public spaces. : . .

Because of its adverse and conflictive environment, the city offers
creators an enormous quantity of material for the construcnon of per-
formances that encourage participatory experiences. The theatrical per
formances create new unstable zones in a naturally unstable territary. 1
mpﬁﬁ:rmam:g inmdgr A% An cxercise tor I:Etnusiﬁrlng the expenence
of inhabiting urban spaces. This type of artistic proposal requires that
both performers and spectators experience different ways of adapting to
events, and this, in tuen, requires reflection on the conditions of effective
.wﬁ is 'r.ht:;: ditions that open up possibilities for the creanon of
i s Fﬁﬂwi ties, because they take place in situations
S wemerality. Both performers and passers-by

“the unexpected with great intensity, given that
e .""I" 1 ,mmm Eum h.r_i_nE inﬂdﬁ h}g a
ey, it incorporates it and intensifies it with its
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RISK IN THEATRICAL PENFORMANCES 1% THE CITY 245

i the nw:nri_':th i?l:l'!‘!'.l-lr!.’:llhc 1960s and 1970s; and the revival of the
{9905, fust after the fall of communism, She affirms thar:

Each phase has been accompanied by utopian rethinking of art’s relanonship
to the social .m_d af its political potential—manifested in a reconsderation of
she ways 10 whach art is produced, consumed and debated, (1bad., 3)

1n her book Evictions: Arve and Spanal Polities (1996), Rosalyn
]Jp:utﬂ:hf compares works that ask spectators to decipher relation-
ships and contents already inscribed in images, without invoking them
w cxamine their own role and participation in the production of the

images. On the other hand, there is an entire generation of artists who

ﬂﬂnk of images as a social relanonship, and who consider the spectator as
asubject constructed by the object, from which it thus would apparently
be scparate. In addition, Deatsche affirms that:

The artworks of Louise Lawler and Flans Haacke present politicized ways
of engaging urban contexts. Unlike the new public art, these works do not
collaborate in the design of the redeveloped city. Uinlike neocxpressionist
city painting, they do not seck 1o eranscend urban social condinons. On
the contrary, they draw artention to those conditions. But they do not
reduce art’s sodial meaning tm a simple reflection of “external™ social real-
ity, 4 model that Jeaves art per se politically neutral, Instead, they employ
spatial tactics developed in postmodern art-site-specificity, mstimutional en-
fique, critiques of representation to reveal the socal relations that consti-

From this poinr of view, a perception emerges that takes the direct
effectiveness of participation in an event that transcends art as it is hap-
pening as they key element of th repercussions it has in the social

‘sphere. It this case, in particular, that element would be the capacity to

activate participation based on artistic projects thar intend to go beyond
iy e e b ol

.' Considerin Tt the city is a space of conflict, it can also be perceived

:ﬁudiﬂ'ﬂ:ﬂtuﬂﬂﬂﬂshaptﬂmspmnfth: streets each dav. This is

what makes this space particularly sensitive to artistic experi-
sty srimulare: about the potential of artistic forms that
me wing with risk. Because it t& an envi-

Scanned by CamScanner



Scanned by CamScanner



RISK IN THEATMICAL PERFORMANCES IN THE CITY . 247

Hﬂ:ﬂhlﬂﬁﬁ. dﬂpltl: all the Stratemicy that can be 1.-.:|npl,|:d [0 Gpen

fior participation and to construct ties thar stimulare a participa-

gion that is not immediately depleted, it is necessary to reflect on the

impartance of parucipation for the political aspect of the arnstic state-
ment as-well as for its own development as a language in the ciry.

Understood abstractly, “participation” can mean very little, especially
in nmes when institutional norms demand collaboration and participa:
ton in official projects. It is necessary 1o think of the idea of participa-
tion in the context of projects and initatives that break with the logic
of domination, and even more so in cases where participation can cam-
ouflage the biased instrumentalisation of power. To think of participa-
won as an initiative that chooses to intervene in the collective in order to
wansform shared and social living conditions demarcates a territory that
allows us 1o think of its very role across a wide variety of artistic actions.

Based on this perspective, 1 propose we consider participation based
on need. 1 do this by considering my own questions as an artist and
researcher in relation to the possibilities for achieving effective participa-
ton in creative processes and presentations.

I thus begin by recogmsing that this image and the pracuce of inhab-
iting spaces produce the processes for identifying material for construct-
ing artistic projects that seck participation. The identity associated with
the space of the city is the starting point for stimulating the passers-by
to become spectators. The term “participation™, which is so important
tor the artistic movements of today, runs the risk of having is meaning
diminished by an insistence on its use through treless repetition and the
association of participation with an enormous diversity of artistic prac-
tices. Some of these practices, for example, are too closely associated with
the international market of dramaric arts festivals; :

Given the difficuldes of finding meaning and strength in the idea of
participation, an inevitable sense of anguish anses among arusts who sce
in their projects the tunity tor transtormation. Whar can be said of
the sincere militants aim: their faith in the transformation of society
'lliﬂ!ﬂlt -'.:rF :ullcgﬁﬁ m action} The action of performance itself
| spaces of partic '..__*A;thﬁmhamhnrluﬁﬁnmmﬂ
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RISKIN THEATRICAL p ERFORMANCES INTHE CITY 240
The interminable enisis of revolutionary proposals and, above all, the

et jgms of rc!_:ulurmn and the political organisations thar char-
et contemMporary umes have opened Up a space of insecurity and a

hdﬂfhupn in the pl'{iﬁbi%itj' for tansformation. Yer they Have dlso inaw
red greative possibilities in light of the void of normative models,
Upon recognising this void, we are driven to find or invent alternative

Many Arusts and theoreucans attribute to art the role that ance

pelonged to political movements. The held of education has also consid-

ﬁ'l‘-.d- iself ds a territory of transtormation. Thus, a combination has been

sred i academic spaces: To be an artist and 1o be a transformartive

ndividual, educating through art becomes a way to change the world by
' intervening to question forms of power.

Even though modern art has always been related to a mandate for
mansformation, its relationship to political processes was one ntt criticisim
and .m.'u.'l‘l"ﬂﬂ]* intervention. The dialogue with the pq:-litim_ui hield mt‘.-‘:
slace through the recognition of their respective particularities, and this
dislectic constituted its power as an autonomous instrument that could
intervenc with the anarchic liberty thar the process of arnstic creation
supposes in modern life. Artistic individuals occupied places from which
they became dissonant voices. :
mmt that has characterised the world of art since the rup-
wre t::lnl:d by the Renaissance has driven artists to consider themselves
Hl?h:tm:‘l of transformation. This explamns their uﬁflPs as interventions
in the Pﬂlﬁ‘iﬂi. field. However, the existence of militant organisanons
supparted by mass movements could constitute the territory in which

lese relations are . This same arrogance, which always
these are made concrete : o
ﬂhﬁmﬁ a dynamic role for artistic acton, created 4 growing LErsic l

Bt dosto Sz 5 el ﬂﬂnthtpﬂﬁdiﬂﬂﬁmP”h“tﬂJm“
Bﬂl‘#mﬁu politics a th:m“c Thus, when there were no par

S .“I, :11.:15 i’n._i atry .mdt_l S ek ﬁa'ﬂﬁﬁﬂu artists were able 1o
ties or organisations capable of Jeading HUR il
W‘tb# o S e confrontation against the order
| :&%’ 'mm“"“iﬂ“* o : difference between

ot of resismnee—an element that is cone
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: cricipation. To break the dichotomous barrier e
e Wﬁ' :P’: was always the goal. For this r ' H;l,' .1.r_r|.|:r hw.-.--:r.:u stage
lﬁ 1 ; L{ : - CESOTH Qireciors :IPEHITII:“[[jd
ﬂhwt procedures. It s curious to observe thar there T
; N e S are very few
M aces in which we can see actions that are generated by spec
hﬂﬂﬂﬂm Who are the individuals who have a need o P;Iﬁin';-.:fr:;ﬂpﬁir-
: ptﬂ!f'"': who wal_h on the street are able to participate in a I;mﬁm_
mance without prejudice if the performance is by an artistic group that fs
ot identified with popular culture? '
I-'.D[']TIE- of T.k'lll.'.ﬂu'l: show us many modes of Fm.l'-_l]."lﬂﬁl!n_ Bie
few of these moxdes, 1 any, arc ri:n:lagn:is;_-d by artists who work as part
of militant Th“t.ﬂ,' II1_- reality, the history of the dramatic arts is full of
cxamples of participation that deserve greater attention from contempo:
qary artists:

Although it is important to avoid falling into the smplification of
using forgotten models to sharply criticise the spokespeople for partici-
parory art, it is interésting to consider the idea of participation from a
broader perspective. This is particularly necessary for understanding that
participation cannot cmerge only from the delineadons created by the
artists themselves, Participation must be faced as a concrete phenome-
non that occurs when barriers are broken and a determined collective can
perceive that the actions of each individual and of the collective have an
effective result. Effectivencss is the element that allows one to identify

| participation. This does not mean we should suppose there is an
immediate effectiveness that transforms the world, but rather that there
i an efficacy that can be identified collectively, even if not as a shared
event.

Immersed in the world of artistic and eritical discourse, we are moved
in an inert manner, submitting ourselves to ideas and pracnces that
sbrorh s, Are we aware that we can only repeat slogans without incar-
E‘“"‘ them in our practices until they take us to our own limits? What

our commitment to the permanent transformation that we make s

Teatons? dt — : vardi ‘hich
Comsidering the of Eredric Jameson, a.:r.:t:-rdu{g b W

N postmoder ﬁmﬁwi:mp]ﬂ fusion berween the fields of 4.:.1.1.1-

e 1o qucsﬂunwam“ it is possible

pertinent lacing ourselves completely

wark, In fact, we I-ill'I: ﬂlﬁ'ﬂﬂ'
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perception of necd mobilises (4, D

a political action, is a form of pe.

hat only the
T".":th!n

qpate 10
pare i the idealistic dige
{ with the reiteration of The JACAISHC disegpy, thay

| ¢ aptificial imAREs of pur spectators and ourselves, By Propoy
!..'-.rm'-T_1'I-!TI|:.I:!:1 S et i noed, perhaps it ufuuld b I‘-'j'rhﬁlh[:;- (0 adygnr,
1':':1&"‘::: puﬂll cipation as represeatation, n]wm:u_..-. nwi-. t;:rms of PaFticiy,
sory interaction with the Cinzens who g vaing ”*'!“1 the strocts: Thig |,
Ttl:lltl.*d o the need to construct ;.I.L:rl.'mtﬁ ¢s for the creation {j't IHHIN..:,L]
performances in cities that allow for integrating passers-by with pary
the dramatic text. By perceiving citfr::m as a dramatic J::It._:mf:nt. it 15 pewgj.
ble to speak mare directly with the needs th;it_ are ldcntlﬁ:Ef through
social exchanges that are manifested in the palitical arena of the streer,

T recaginse |
and theretore 0
with this inerta an

Risk 48 A Prorursive ELEMENT OF PARTICIPATION IN Upuay
Srace

Risk is & mararal condition for performers because they are individy.
als who live in a universe of desired risks. In our daily reality we see the
immanent risk in deciding to work in acting because, although we live
in an era of simulation par excellence, the acting profession, as a rule,
does not reap a level of financial reward thar allows for a life of economic
wﬁh The only actors who receive high remuneration are those
iy ﬁu Hll:ﬂ:ucﬂ in th: umﬁmnj:mrrun: of the “star system™. Thus
ehoi mmi'nnﬂdljmmdm acung necessarily acquires greater dimensions

i erstand their art a5 a social practice based on a trans

formative function, In this - : W
loneliness of those in ti'ltarr:::;ig‘:nfm bility for marginalisation and

performen expeise n, the art of aching is-a p;-;u:tiu:-.: in which
Apose themselves and place themselves in unknown terntory.

They cross bounday :
ndaries by FYpOsing their bodies and minds to adverse

conditions and . -
» Paradoxic: :
age-old element of Hm“;:; 1 this is how they find pleasure. This is 4

El'llmt'j‘k': d-r".' : ; '1[ g tn :xp';“-..:. ONes “‘. h sin Th:

::J!'frmd P‘!thrtt;:l;j:? li:?rtl':'rf this exposure as tmn‘:n:l:fl:g that gﬂf‘r‘. W

.1f:&151u:¢lﬂffhﬁmturu} :[_.lu:;::d a confrontation with the pnﬂﬂml
st NEEe Confidung: o b

i mﬁ:'ﬁ““'ﬁé}? e Political capacity and our eritical P

HEPAEIn a participatory experience withol!
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#;::lﬁfl!ﬂ_!r of risk. '-'r“l_ at the same time, the andience ¢;
jon as if it were @ participatory game = Hn enjay this
fr is important 1o question whether gl changes the i :
ences Firstly, it is worth reiterating that the yge of public fu-ﬁm- o
ofthe desire 10 cOnuCt spectacies that play with the cisance st
e performer and rh"'. passer-by. Under these fiFEUﬂ1EIT.;1TIEE§ ":f;“"
theatre requires the artist 1o seck a point of connection with th HEF
fic, 1o aperate by creanng the possibility and convincing the aum:: %
dedicare time and attention to the o

theatrical event. If the public |
: L 5 . - IC 1% not
convinced that they should offer their bodies and minds 1o ﬁ\: theatrical
event, the attempt to create a performative cerems iy will fail.

Performers who submits themselves to the excrcise of risk will be
required to take paths that are different from the traditional ones that
are used fo- construct fiction and characterisation. Experimenting with

wques of risk supposes a series of situational experiences that range
from an individual experience to that of the group. These require actars
to focus on the perception of the function of the body-mind binamial
i action. The radical and mandatory alteration of the quotidian physi-
cal stare causes the body's functionality to be reconstructed by finding
1 new modulation for props, voices, and gestures. The balance berween
the dramatic performance and the experimentanon of risk will shape the
performer’s essential place of work,

Technigques of risk use physical experiences to make performers
directly face the universe of their fears. To overcome these fears supposes
1 work of self-knowledge and a re-elaboration of their attitudes in the
face of theatrical productions and life irselt. The process of confronting
fisk and the resulting attempts to develop techniques to decrease physi-
cal risk are essential components of the training process. Performers
lessons thar include the discovery of a point of chuillhr.ium bﬁ:ﬁ;:l:“ :lh;
w : e gy - 3 | 58, It is the p‘lr&}'m':r ; .
exablish a aemostions -rﬂ:m?ﬁimn the interplay between risk and
the expressive potential that emerges from the learning process, = = -
Decessary. 1o decpen the collective experience that is partieular £ HHHD:
ul, e of these interdependent rela

A1 m% allow actors 0 assess up 1o
cipra .mﬁﬂ:nﬂ]ﬂm Pmﬂ;: that
it of a solid group creative process:
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It is PR this I‘L':"": i hat I-..;H.”rn-lr_'r-l. 'H..I” 5 themselvies "'I'““"T!t“l!l;‘l i
the task of expositg themselves 'r'"”i_h“”“" that el i |'_“||'-"FF"1¢-‘ foig
of attention and, pummally, a duplicanion of action ”1_Jl 5 why per.
oty THSE EoRsErUCt thelr fictional work i the same time ax they are
alser obliged to andertake the Pr”":':li”!“ of risk PI.”pr]m{d by the scenic
actions, This duplicity, which is specific to the work of the performey,
akes on particular ¢haracteristics, because it nat only involves the duy
evistence of the real and the fictional, but also a radicalisation of the real
ity in @ way that generates a particular fictional '-!'Il-l“l’_f- .|

' Street performances deal with a “jllrﬁ]illli of events” (Velloso 2011,
which is represented by ideas formed via different conceptual and arnstic
flws that include the word, the body, and the image. The presence of
rsk introduces a special condition in this rhizomatic manner to create

teiparion that becomes an aesthetic experience on the streer

On this “surface of events™ the receptors and interpreters are agents
that are always transmuting their states. This condition generates compo-
real and mental forms that artculate ideas, This happens while produc.
ing the dramaturgy of the citv, which is 3 text developed simultaneously
with the participation of both artists and viewers in a drama that is not
composed solely of words. Risk means, in this case, a kind of real-time
compasition. It could be an experience in which the performers and the
audience collectively creare an artistic practice.

Whar is soughr throngh nsk is a way of strerching reality, transforming.
it into a supra-reality because the “doers™ are shifted out of their field of
reality. Thus, we come to have three overlapping planes: the daily life of
the actor; the daily life of bath performers and passers-by, which is sub-

Working with real presence and risk as an clement of the wmise en seéne
means that we reveal the existing tensions between the performers and
the inllﬁmm Therclore, to offer the audience as intense an experience
as possible, we sought to maintain a close proximity between viewers and
performers, and to escalate the sense of intimacy we decided o use on
e e 1 s e o s e e
Oilicece *‘f‘hP:ﬂd!.l‘ the Other—and, moreaver, of having ol
being in contact with I:l"fr'r'h-:*lzlif::lt[II LR e i s Mﬂi.ﬂ"m:ud
e e Yo 155 i mf i real—or wauld, at least, create a ne
of reality st reality of the material presented in the scene. The sens

¥ skemmed mainly from the proximity of intimate spaces. This i

* PrOCEULE that tries 1o put the speictator at risk, but at the sime S,
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- Im . g'l t. |t|-'| Tl.'ll:' r:ﬂ!. A .‘[ 1 A |
m.-_llr and through the process of LOnstrucung an ﬂrLictli.:L:I:l”:tlr.ul :
Efmﬂdﬂi!'!‘ o

If we ihiﬂf{“ft;r:“;:'ca“'":d; S eXisting ar the limits of risk, it is pos-
ghle 10 CORSITET =0 t theatneal performance in the ciry can be an instru:
ment OF F"f“dpmﬂn' .E he theatncal approach o and dppropriation of
the urbat REDoTETie, .I"“I'"IﬁI the consequent transformation ol the uses {.bf'
s Ee can pradu::l-' disturbances that we can exploi as possibility. This

eibility can thﬂ.‘ generate genuine participation that results from a
usual understanding between performers and passers- by,

wevertheless, it is impossible to face an urban space without confront
g its ambivalence: a cun_rrull:d space and a space for free expression
w also @ space for anonymity and a place to meer people. The street is a
dpace characterised by porosity.

Even though we are able o say thar contemporary cities are de-
rerritortalised spaces and that we live in an era that emphasises the ability
mpﬂdﬂ_‘s‘:-ﬁrmni COMMUNICATIONS over imterpersonal connections, It i
sill possible 10 propose that street performances provide a way to break
down distances between people,

To be an the streer can be a practice, a shared construction mediated
by theatrical performance, Though this may reaffirm our sense of real-
iry within the arnstic experiende, we can now be content to think of our
world as something we construct and not as something given to us and
external to our perceptions. As we cannot help questioning the veracity
of things and information, given the suspicious times in which we live, it
i natural that we question the alulity of the rcal world to offer us a life
flled with the relationships we crave. Buta perfurmance that creates and
takes risks can create moments in which we can feel something very real
and participate, even when it happens purely by chance.

NOTE

L See the concept of sdeferred social ceremony” by Jean Duvignaud
Spectacle ot Société, Paris: Denotl, 1970.

s,
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