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Theatre of Exile

What is the connection between theatre-making and political action? And how can theatre-makers reignite a vision of a theatre of and for ordinary people? Since his political exile from Argentina in 1977, theatre director and producer Horacio Czertok has devoted his life to reimagining the art of the theatre, taking it out of its comfort zone into places of social conflict such as deprived suburban areas, prisons and mental hospitals, as well as open, public spaces. His company engages directly with audiences in a spirit of abiding, carnivalesque and deeply political theatrical experimentation. Adapting a rigorous Stanislavskian theatrical training to raw, immediate encounters with audiences in marginal and open spaces, Czertok’s theatre-making is unique, allowing actors to develop particular skills, and bringing the question of political efficacy to the heart of making theatre.

Providing Czertok’s own, highly personal account of his trajectory in the global scene of theatre-making over the past half-century, this is a book about the theatre of exile – a theatre of streets, prisons, hospitals, open to direct and unexpected encounters with audiences and their life-experiences.

Horacio Czertok teaches theatre animation at the University of Ferrara.

Martin Holbraad is Reader in Social Anthropology at UCL.
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Foreword Czertok's life–art alignments

How might the organic link between theatre-making and political action, faded in the midst of the unremitting rise of managerial culture in the arts, be revitalised? And how might the vivacity of a spontaneous vision of a theatre of and for ordinary people be reignited? Since his political exile from Argentina in 1977, theatre director and producer Horacio Czertok has devoted his life to reimagining the art of the theatre, taking it out of its comfort zone into places of social conflict such as deprived suburban areas, prisons and mental hospitals, as well as open, public spaces, engaging directly with audiences in a spirit of abiding, carnivalesque and deeply political theatrical experimentation. Adapting a rigorous Stanislavskian theatrical training to the exigencies of raw, immediate encounters with audiences in marginal and open spaces, Czertok’s theatre-making is unique, not only in the kinds of capacities and skills it allows actors to develop, but also in the way it renders the question of political efficacy immanent to the very process of making theatre.

Theatre of Exile presents Czertok’s unique theatrical methodology, developed by the author and his collaborators in their theatrical research with Teatro Nucleo, the notorious group he has led with Cora Herrendorf in Ferrara, Italy, since their arrival there in 1978. As Czertok shows, the ways of theatre-making that he describes are born of the politics of exile as he has experienced them in his creative trajectory from Latin America in the late 1960s and early 1970s, and then in different parts of Europe in the decades since 1980, including the development of Teatro Nucleo in Italy. Channelling into his theatrical methodology the creative stimuli of the author’s closest creative collaborations – including formative encounters with Eugenio Barba, Jerzy Grotowski, Jorge Luis Borges, Vaclav Havel, Julian Beck and others – the book demonstrates in its very narrative the irreducibly political character of theatrical practice: its capacity not only to reflect upon the world, but fully to partake of it, and, open to it in direct encounters with audiences on the street, to transform it.

In the rest of this Foreword we elaborate briefly on the manner in which theatre, politics and personal biography are imbricated in Czertok’s theatrical approach.1 In particular, we want to suggest that Czertok’s signature concern with revitalising theatrical creativity – a concern that for him is as much political as it is artistic – lies in the particular manner in which his theatrical modus operandi align the relationship between theatre-making and life at large. Central to this abiding concern with art–life alignment, let’s call it, is the notion of exile, understood as a centrifugal flight that of necessity shifts the coordinates of inside and outside, centre and periphery, comfort and discomfort, art and life, creation and politics. So we present three senses in which the idea of exile operates in Czertok’s trajectory of work.


1 Theatre of exile

‘Did we choose to do street theatre?’ Czertok asks. ‘No. We were emigrants, political exiles deprived of the possibility of living and doing theatre peacefully in our own country by the threat of death at the hands of a military dictatorship. We accepted the invitation to come to Ferrara, where we were able to reinvent our theatre and bring up our children’ (seep.43).

In Italy, in the late 1970s and early 1980s, it was quite easy to be exotic. People in the streets were warm and welcoming, always on the lookout for something new and different. It was a time when street musicians, jugglers and acrobats could make a living by going from town to town performing before large, spontaneously formed, enthusiastic audiences. Czertok and his actor comrades first practised their craft as street performers in that period, when they arrived in Italy as political exiles. They too were welcomed as exotic. Yet, as Czertok points out,

‘As soon as we made it known that we had decided to stay and not go back to Argentina, we became – although we didn’t actually realise it until many years later – no longer exotic but rivals’ (seep.43).

And this is more or less how the story begins of a group of people who were determined to carry on what they were doing in Argentina before they were forced to leave: exploring the full potential of theatre as an experimental art form, as a unique means of communication and as a political and cultural tool in the fight for the things they believed in. They were seen as rivals in Italy because they needed a space to do this in, and nobody in the ‘establishment’ theatre was prepared to give them one, which was why they turned to the streets, out of necessity.

Their story takes all sorts of unexpected twists and turns. It becomes not just the story of Teatro Nucleo and the way it steered its Stanislavskian, Method-based approach into the previously uncharted waters of streets, prisons and mental hospitals, but a way of looking through theatrical eyes at how Italy, Europe and the world have changed over the last thirty years. Italy is almost unrecognisable now from what it was in the late 1970s. Democrazia Cristiana was still in power and had been ever since the war, the country had the biggest communist party in Western Europe, there was no mani pulite corruption scandal, no globalisation, no immigration, no Lega Nord and no bunga bunga. In Europe there was still the Iron Curtain and in the world there was no War on Terror, no Internet and no mobile phones. Czertok’s account casts a new, streetwise but theoretically coherent light on this period of drastic change, showing us how theatre, in certain forms, has survived it and how it is likely to keep on doing so.

So this vital, organic relationship between Czertok’s theatre-making and the historic conditions of which it was born, and in which it participates, is owed in the first instance to Czertok’s own condition of exile. The theatrical paths that are staked out in the pages that follow have not been, at their base, a matter of artistic choice for Czertok and his collaborators in Teatro Nucleo. Theirs is a form of theatre born of the political contingencies to which they had to respond. A form of art dictated by the necessities of life – political exile, struggling to find one’s place in a new society, a new political reality and, as Czertok reminds us in the passage cited above, the need to ‘reinvent our theatre and bring up our children’. A theatre born of exile.



2 Theatre in exile

Czertok writes: ‘Anybody wanting to take theatre to where it really is needed, to places where it can rediscover its original function and find new lifeblood, has to battle not only with the difficulties inherent in the task itself, but also with the obstinacy and attacks of a theatre system that strenuously defends the so-called market-related reasons and habits of “going to the theatre” in comfortable, reassuring buildings’ (seep.24).

So, if Czertok’s theatre-making is the result of necessity, then its substance consists largely of an attempt to make a virtue of this. A theatre born of exile gives rise to what is essentially a theatre in exile – a constitutively anti-bourgeois way of making theatre, out in the open, in village and town squares, on the streets, inside psychiatric wards and prisons. In fact, one might say that what is most original about Czertok’s account in the pages that follow is the manner in which he brings together his concerns with the rigours of the formation of actors with the demands produced by a direct encounter between the actors and their audience – an encounter in exile from the formal structures of ‘the theatre’, which cannot be taken for granted and therefore has to be produced. Thus the Stanislavskian question of how to nurture actors who can respond truthfully to each other and to a play on the stage spills over into a question Czertok sees in essentially military terms, namely how to take this battle for theatrical truth to publics who have not already come to the theatre asking (and paying) for it. With the help of classic works in military theory by Carl von Clausewitz, Sun Tzu and others, Czertok offers an account of theatre-making that must operate as a war machine of sorts, blending the exigencies of theatrical spectacle, creativity and truth with a much rawer set of concerns, couched in the vocabulary of ambush, attack and captivity. If this is a method for streetwise theatre in exile, it also has to use the tools of the streetfighter.

Working within, and innovating upon, the Grotowskian tradition of theatrical research, then, Czertok seeks to align theatrical creativity with what people may ask of it. In doing so he makes the question of how to elicit responses from people (villagers, passers-by, prisoners, patients) part of the question of how to make theatre, and why. This, however, is not so much an attempt to transpose theatrical techniques for the use – therapeutic, political or other – of the wider public (think of Boal’s Theatre of the Oppressed for example). Rather it is an attempt to enlist the raw and immediate encounter with the audience in the service of theatrical vitality, to make maximum virtue of a theatre in exile from ‘the theatre’ by rendering it a sort of conduit for the wild environs in which it is (or has to be) made.

And once again, this kind of realignment of art with life is embedded – and this is of course the point – in the particular exigencies of making theatre in Italy over the past decades. As we find out from Czertok’s account, the aforementioned capacity for people in the streets to be warm, welcoming and open has hardly vanished over the last thirty years, though it has changed. Global poverty and migration seem to have replaced the yearning for the exotic with a Fortress Europe mentality; smartphones and the Internet seem to have made people more insular and harder to surprise. And yet, when Czertok describes how Fahrenheit – an elaborate theatrical sci-fi hoax involving a whole town – can still captivate and embroil large numbers of onlookers almost twenty-five years after it was first staged, one realises that theatre can be a survivor of all this. And this, as Czertok argues eloquently throughout the book, is because it has the unique quality of being not just about the ‘spectacle’ but also about relationships, about ‘a concrete and living relationship between character and character and characters and audience’. And this, as Czertok sees it, is why it maintains the capacity to adapt to changes and tap into new potential sources of spontaneity.



3 Theatre as exile

‘The Utopias are a reflection of the attention that our theatre, ever since it was formed, has dedicated to a humanity that suffers and is marginalised but is still capable of dreaming, and struggles to organise its life in a way that relates to its greatest aspirations’, writes Czertok (seep.37).

This concern with dreams and utopias, or at least with aspirations and how people organise their lives in relation to them, brings us to the final sense in which Czertok’s theatre-making turns on the idea of exile. This has to do with Czertok’s own attempt to draw out the political consequences of exile as a theatrical condition. His theatre, he says, attends to how people align their lives with their dreams. But as we have suggested, this theatrical attention to what people do with and want from their lives is itself an example of the very process it attends to: Czertok’s theatrical signature is a theatre of and in exile that draws its strength, precisely, from the way in which it relates to life beyond itself, through the vital encounter with audiences on their own home ground. The alignment between life, in the form of audiences who are initially outwith (and in that sense marginal to) the theatrical process, and, if not exactly dreams or utopias, at least the ideational or otherwise virtual realm of experience that the theatre conjures forth, is exactly what is at stake for Czertok’s theatre. One might say that the virtue Czertok makes of having to do theatre of and in exile consists in reinventing the process of theatre-making as itself a form of exile. Theatre as exile, then, in the sense that this is a form of theatre that consists exactly in its departure from the comfort of the theatre and happens, rather, in the encounter with audiences that lie beyond itself. Theatre as encounter with what lies beyond.

The great opera director Peter Sellars tells the story of how in the wake of the French Revolution, and in response to heated discussions in their respective masonic lodges on what democracy might look like, Haydn and Mozart got busy developing the string quartet as a musical form: four people acting in concert, saying different things but listening to each other, calibrating their actions in relation to those of others, with no maestro calling the shots. Sellars presents this as an example of how art can be political, not just in promoting or commenting on particular political perspectives or ideals, but rather in enacting them in its own modus operandi – a version of what political activists today call the politics of ‘figuration’. Czertok’s exile theatre, which shifts the coordinates of what lies within the space of the theatre and what lies beyond it, could be seen also as a form of political figuration. If the encounter with other people – simply, how to be with others – is itself a basic political problem, then Czertok’s mode of theatre-making consists in the effort to explore solutions to it through their enactment with audiences. Navigating, calibrating, experimenting with and redefining the relationship between theatre and life through the real encounter between actors and the audiences they can muster for themselves is itself a political act. In this way, revitalising a long line of politically driven visions of theatrical creation – from Brecht and Artaud to Barba and the Living Theatre – Czertok seeks to articulate a vision of theatre in which political action and the very vitality of living become its immanent and most compelling features.



Writing exile

Finally, a few words on exile and language in the book itself. Theatre of Exile was written not in the author’s native Spanish but in Italian, the language of the country he was forced to flee to. Thus, the notion of exile permeates not only the kind of theatre Czertok describes to us, but also the very language he describes it in. An author writing in another language – and Czertok writes well in Italian, with a refreshing, no-frills kind of directness – is set apart from his work in a particular way and is compelled, rather like a translator, to reflect more on the clarity of everything he writes. It has to work, it has to hit home. Theatre, encompassing as it does virtually every aspect of human individual and collective behaviour, is a difficult thing to write about at the best of times. It can stretch the descriptive powers of a writer to their limits. But Czertok, confronting his readers in the same way a group of actors in the street confronts its ‘non-audience/audience’, just gets on with the job, using his adopted language relaxedly and convincingly, managing effectively to enunciate his theatre in and through the historical, theoretical and practical conditions of its production.


9 February 2015

Martin Holbraad, London

Robert Elliot, Ferrara


Note


	Holbraad would like to thank Dan Sherer for his helpful suggestions during the preparation of this text.






Introductory note

In this book, pieces written at different times and for different purposes exist side by side. They have been put together like a mosaic, but without forgetting their origins. The word ‘exile’ is used not only to define the condition we found ourselves in because of the Argentine generals’ coup d’état. Theatre itself tends to be an exile from the world, and our open theatre is a voluntary exile from theatre buildings, in an attempt to retrieve that world that theatre has lost. And it is also theatre in exile from the performance, from the show; theatre that finds a sense of being needed in places where there are human beings in crisis.

Teatro Nucleo is a group we created in 1974 to put our ideas on theatre into effect. Apart from some exceptions related to the actual themes discussed, its plays and poetics will not necessarily be dealt with here.

Despite its theatre origins, this book is not intended for theatre people alone. An actor’s work on his or her self and on relationships with other actors and the audience involves many branches of knowledge and activity that can be of interest to a wider readership. The references made to physiology and neuroscience when seeking to understand or locate certain phenomena in expression and communication may, perhaps, be annoying. We do not live by electro-chemistry alone, of course, but it would be silly and, in certain situations, irresponsible to ignore this knowledge. Theatre is not a science, but there is nothing to stop it deepening its knowledge by asking things of science that it wants to understand.

When describing certain situations, the language in which we think, are thought about and write can create not easily resolvable conflicts. The structure of our language, in fact, reflects a mindset that excludes certain concepts and conditions others. For instance, there is no word for the single entity of body, mind and spirit and this dichotomy, contradicted by the psycho-physiological reality of our lives, is something we cannot accept. We are thus obliged to make frequent statements of principle about it, or to invent neologisms such as ‘body-mind’.

Often, throughout the book, the question of the therapeutic capacity of theatre arises. Getting positive therapeutic results in our drama therapy work gives us great pleasure, but these results are not sought directly. We are essentially theatre people, our approach is always and necessarily poetic. We try to create a dialectical working relationship with health personnel, people whose job it is – in different ways and at different levels – to work with others: psychologists, nurses, social and education workers. Many of these have chosen to refer to our work, in which they have found stimuli and knowledge that help them to do their own better.

The experiences referred to in this book mostly occurred when working with Cora Herrendorf, co-founder of Teatro Nucleo.

(More information on Teatro Nucleo and its history and activities can be found on the website www.teatronucleo.org.)


‘Beauty is truth, truth beauty,’ – that is all

Ye know on earth, and all ye need to know

John Keats, ‘Ode on a Grecian urn’
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Preface Fahrenheit revisited

Sassari 2009: the organisers of the theatre festival in this Italian city on the island of Sardinia asked us to put on a new edition of Operation Fahrenheit.

Operation Fahrenheit is a performance whose story began in 1985, when the Maison de la Culture d’Orléans (France) commissioned us to create a performance-event that would possibly involve the whole town. The subject and the language were to be at our discretion, provided we didn’t overspend our allotted budget, which wasn’t huge.

For some time we had been thinking of doing a play about the survival of theatre, which, although severely put to the test by the spread of mass media, was still able to affirm its capacity to exist and be a presence. We didn’t want to do another play within a play, though, and so our thoughts went to that other means of communication under threat from the mass media – our old friend and irreplaceable companion, the book. Ray Bradbury’s novel Fahrenheit 451 came to mind, about a hyper-technological, thought-deprived civilisation where books were banned because they represented individual ideas and thinking and where firemen, who had nothing else to do because houses were all built fireproof, had the job of seeking out the remaining books and burning them. In the woods at the edge of the city, though, there were resisters, leading a wretched life, who learnt the words of books by heart to keep them alive.

We decided to call our performance Operation Fahrenheit. Drawing inspiration from the ‘invisible theatre’ of left-wing theatre groups in the Germany of the Weimar Republic in the 1930s, we decided that Fahrenheit was to be a major agitprop theatre exercise, but with great attention to detail in the quality of the theatre.

Early in the morning, public notice-type posters were put up all over the walls of the town proclaiming that books had been declared obsolete for a series of ecological, economic and public order reasons, that the town had been selected for a ‘pilot scheme’ aimed at ending the existence of books as effectively as possible and replacing them with advanced technologies, that all citizens were asked to deposit their books in a designated place and other information of this kind. A stand was set up in a square in the middle of the town where hostess-like figures gave out information and free gifts, televisions broadcast preliminary instructions and enormous flags bearing the symbol of the scheme were flown. The stand was manned by groups of actors in white costumes, with a kind of ‘bacterial emergency’ air that was vaguely menacing and yet, all in all, reassuring. A big fire engine was fitted up and assigned to patrolling the city. Lightning raids were conducted all over, in bars, supermarkets and schools, to a prearranged choreography, in which books were confiscated and treated as dangerous items. Some of these were burnt symbolically with a flamethrower, while the fire officer in charge, speaking through a megaphone, explained the dangers that were being averted with this action.

Local radio and television channels involved in the hoax broadcast bulletins and special reports, with actors in Fahrenheit costumes explaining what was happening. A woman, on hearing the Fahrenheit operators, phoned in to Radio France to ask ‘Does that mean children’s books as well? With all those lovely pictures?’ So, the idea of destroying books was fine, as long as we kept the pictures – a bad sign.

With great pomp, the closure of the Public Library was announced. Hundreds of books were thrown out of the windows, picked up off the ground in nets and carried to the central stand by cranes, where a pyramid-shaped pile of condemned books was growing hour by hour. Groups of students, briefed in a series of meetings in schools in the previous days, went round the town asking people their opinions on books and on the scheme in a series of one-off interviews, some of which were filmed and broadcast on local TV. Many people answered, ‘Books? Ah yes, of course they’re important. What was the last one I read? I don’t know, I never read.’

‘Resisters’ from the ‘book people’ appeared from time to time, giving out leaflets and triggering the intervention of the Fahrenheit patrols, giving rise to pre-rehearsed scenes in which verses were recited or sung, leading either to the resister being detained and taken away in an ambulance, as if ill, or to the patrol being chased away.

And then, in the evening, the final act: a secret library is found and a paramilitary-style assault is mounted on it. A public trial is organised for the librarian, who chooses to set fire to himself to protect his books, an act which causes one of the operators to rebel and form an alliance with a group of resisters who then invade the scene. The Fahrenheit operators escape in a rush; a child appears with an enormous gas-filled balloon in his hand with a big book attached to it, which is then released and floats up into the sky to the sound of a choir singing. The resisters organise a procession to the park where another book is buried and, finally, a raft with the last book is carried shoulder-high in a procession to the river, where it is set afloat, lit up with fireworks and watched as it drifts away, to the sound of the closing music sung by the choir.

Operation Fahrenheit was performed several times after Orléans, each time in a different setting, varying according to the characteristics of the town, the context and the organisers’ wishes. We learnt how to simplify the action and concentrate on the things that were really effective. What we had to do was enter into the vital rhythms of the town, so that the performance was perceived as resulting from an incident, such as: fire – arrival of the fire brigade – fire spectacle, or: traffic accident – arrival of ambulance – traffic accident spectacle.

Each time, the response of the ‘spectators’ enriched the content of the performance. In Mainz, in Germany, at a youth festival, the students actually organised against us because they thought it was for real. They created a ‘Celsius Committee’, printed leaflets and gave them out to young people, stole books from the pile and staged a sit-in right in front of it. Then they started reading excerpts from books, sabotaging our vehicles and blocking the actions of Fahrenheit in all kinds of ways, and we had a hard job convincing them that it was just a play and that their actions were right and greatly reassuring. We had to organise a big explanatory meeting the next day, which was extremely informative and enlightening. I still have the doubt, though, that some of them weren’t really convinced it was just a play!

In 1986, in Gryfow, Poland, at the height of the Jaruzelski ‘state of siege’, Fahrenheit was staged at the Jelenia Góra Festival, directed by Alina Obidniak, a remarkable woman who, in those difficult years, believed in and created a festival that was to become the only expression of free theatre in the country at the time.

We worked together with the KTO, a Polish theatre group from Krakow, who were worried about whether the public would fall for it. They soon changed their mind when they saw a long queue of people forming at the stand on that foggy morning with their books under their arms, struggling to hold back their tears as they handed them over to the Polish actresses. Nor could we believe it, and very quickly we had to organise a system of receipts so that we could give them their books back, after unveiling the mystery at the end of the performance.

Before the final act it started raining in the square, with the whole village there under umbrellas. The festival technicians dismantled the lights but nobody wanted to leave, so we got all the available cars and ended the performance under the light of car headlamps, and then, what was even more extraordinary, in the final procession we had to walk to the river that was more than a kilometre away, and not a single person stayed behind.

It was on this occasion that we first worked with Slava Polunin, the great Leningrad clown, who was there at the festival with a special permit from the Soviet authorities, but forbidden to perform any of his own act. This didn’t prevent him, though, from putting on a secret performance in a room in the hotel. He loved our street theatre and was sorry he couldn’t take part in any way, so we suggested he became one of the ‘operators’, mingling with ours but portraying his own character. The comicalness of his clowning accentuated the tragedy of the whole situation. That encounter sealed our friendship and set the ground for the future Mir Caravane, a project that was to be realised in 1989, with nine theatre companies from Eastern and Western Europe and Africa embarking on a six-month journey from Moscow to Paris, which we shall return to later on.

In 1987, at the Logroño Festival in Spain, ours was one of the acts in the town hall courtyard. The regional TV was there and the reporter phoned his headquarters in Madrid to tell them what was happening. Madrid requested the footage urgently and it was shown on national TV. An extremely angry Rafael Alberti rang the producers from hospital (he was recovering from a broken leg), saying ‘What’s this? They’re burning books in my Spain?!’

A few months later, at the Book Fair in Badajoz, a lady came up to a group of ‘operators’ saying ‘at last somebody’s doing something! I’ve always thought that books were dangerous, carriers of infection, and what with all these diseases around, the way they’re passed from hand to hand … ’ Brilliant! We hadn’t thought of that. We added it to the list straight away.

Now, in Sassari, we had to create a new dramaturgy, still in a town setting, but which took into account how things had changed. In actual fact, Fahrenheit is more relevant now than twenty-five years ago when we premiered it in France. When we first put it on, the idea that everybody would have a computer, that there would be the Internet, and that all this really could make books obsolete, seemed like science fiction. So we decided to change the way the performance was staged. It was no longer firemen burning the books, but operators dressed in very smart blue suits and ties, and impeccable hostesses, they too in blue. Soft music played at the stand while the mountain of books grew, as the operators brought in more and more from raids all over town. But what was completely different was the attitude: no longer menacing, but seductive, like sleek, modern advertising. A local theatre group worked with the ‘book people’, who had created a heterogeneous, network-like community, capable of carrying out surprise guerrilla actions and withdrawing at lightning speed.

In the end, the police wouldn’t let us use fire, because Sardinia is constantly at risk from forest fires, and so we were forced to find an alternative solution. The Fahrenheit operators were meant to have set fire to the pyramid-shaped teepee, six metres high, that had the opening lines of famous novels in many languages written all over it, and which was also the book people’s base. Instead of this, they attacked it physically, savagely ripping the paper to pieces. The result was less spectacular than a fire, but dramatically more effective. Fire has a fascination all of its own, which magnetically attracts the gaze of the audience. The direct action of the actors, on the other hand, shifted that fascination to the action itself. In the end, the people of the town, who had invaded the square en masse, pitched into the fray to take possession of the books that the operators had been bringing there all day. It went on for hours. Everybody wanted to take home at least one book.

We decided to begin with this anecdote because we wanted to say two things. One, that the kind of theatre discussed in this book is perfectly relevant to the present day, even if its origins date back to the end of the 1960s. And two, that in order to perform such complex and demanding theatre actions, a specific theoretical frame of reference had to be developed, together with an appropriate set of techniques so that actors could be trained to face up to this challenge. These theories and techniques are what we are proposing in this book, with the intention of making a useful, up-to-date contribution.


Fahrenheit: images

The fiction of the novel becomes fact, and takes over the town. The citizens are called on to act, and to react.

[image: ]Figure 1 Fahrenheit in Spain, 1987; Otto Schmid
[image: ]Figure 2 Fahrenheit in Spain, 1987; Antonio Muñoz, Otto Schmid, Marcello Monaco, Paolo Nani
[image: ]Figure 3 Fahrenheit in Spain, 1988; Antonio Muñoz, Otto Schmid, Marcello Monaco, Antonio Tassinari
[image: ]Figure 4 Fahrenheit in Spain, 1988; members of the audience
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