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This Bulletin is dedicated to the memory of Carlos Calchi, a Brazilian theatre artist who was murdered on 16 July 2003. He was Paul Heritage's partner in life and work. Carlos was one of the Associate Producers on Mudança de Cena/Changing the Scene - an arts based human rights programme in the juvenile prison system in Rio de Janeiro. He was shot in the head as he was leaving a workshop. He was 34 years old. 
Changing the Scene Bulletin 

Overview of Activities

Rebecca Louise Collins 

Edited by Paul Heritage

 “Changing the Scene represents the symbolic sense of human beings changing their mind… it is about art and the art of rebuilding lives… changing the scene is changing prisons, prisoners and society, each one watching and playing their social role”

(Humberto Vieira de Melo, Secretary of Justice and Citizenship for the State of Pernambuco, Brazil)

 Changing the Scene was an epic and pivotal programme for people’s palace projects spanning over three years from September 2002 until December 2005. The title for the programme came from a conference which PPP had hosted with the British Council in Recife. Humberto Vieira de Melo´s words quoted above echoed throughout the course of the programme as it was implemented in Rio de Janeiro with significant funding from the UK lottery and the British Academy.  During the course of the programme, the initial aims altered and shifted intuitively responding to both the needs dictated by the research and the social conditions under which the project evolved. This brief overview of the project will attempt to provide an overview for reading the writings collected in this research bulletin.

 The project began as an investigation into how performance-based methodologies can define and/or defend human rights within the juvenile justice system in the state of Rio de Janeiro, Brazil. The inspiration and research imperatives behind Changing the Scene originated in the staged reading of Romeo and Juliet by a group of fifteen adolescents in September 1999 at a juvenile detention centre on the Ilha do Governador, Rio de Janeiro. Paul Heritage’s article, Stolen Kisses featured on pages 15-27 of this bulletin provides the contextual background out of which the project was created.

 Throughout the project, a practice-based research model was implemented creating cycles of drama-based workshops that led to performance outcomes. These further resulted in publicly staged dialogues that took place in Vigário Geral, Parada de Lucas, Tijuca and Itaborai taking distinctive forms across the years. These dialogues sought to bridge the gap between participants, community members and those in positions of power. Each phase of the programme resulted in public events that brought together representatives from the following: the executive, legislative and judicial authorities responsible for young people in conflict with the law; NGO’s and representatives from civil society; human rights activists and advocates; families of young people in conflict with the law; staff and young people from the juvenile justice system. The final event was held in December 2005 at the Palacio Tiradentes, in Rio de Janeiro. Former site of Brazil´s first democratic federal parliament, the building is now the legislative assembly for the state of Rio. For five hours the state deputies gave over their main debating chamber to a performance-based event on the rights and responsibilities involved in the detention and punishment of young people. In a formal session opened by the chair of the assembly, young people performed and debated their ideas and demands with representatives from federal and state governments and the judiciary.

 During the first year, the programme was implemented in partnership with the Centre of the Theatre of the Oppressed, forum theatre methodologies.  In subsequent years, the project incorporated a range of different artists using diverse performance-related art forms (including sculpture, digital arts, installations and live art). The use of various art forms allowed the regular public events to take on new and distinctive forms. This extended both the debate on the effectiveness of particular cultural strategies as a means of intervening in situations of extreme abuse.

 At the end of the first year, the focus of the project altered from those within the detention centres to concentrate on adolescents who leave detention centres to return to their communities and those at risk of entering the juvenile justice system. The reason behind the shift in focus and statistics of the beneficiaries of the project are further detailed in the Account of Research Carried Out included on pages 35 - 43 of this research bulletin.

 Through the investigation of methodologies to increase respect for the rights of young people in the state of Rio de Janeiro during the final year of the project there were public performances at Vigario Geral and Parada de Lucas by ‘Na Lata’ and ‘Ciranda Cirandinha’ where more than 400 people attended. At the Tijuca centre there were three presentations attended by more than 500 people and at the Itaborai centre twelve presentations. Postcards were published featuring drawings created in the comic strip project held at Vigario Geral and Parada de Lucas. 1000 packs of 6 postcards were distributed, including a list of organisations and public bodies to which people could send the cards with their own message of support. There were also available in digital format on the PPP website to be sent in electronic format.

 In order to increase society´s role in protecting the rights of young people in the state of Rio de Janeiro four forums were held during the last year of the project exploring issues that had arisen in relation to juvenile rights. The forums concentrated on the following subjects: DEGASE (state department for socio-educational measures), domestic violence and young people in conflict with the law, adolescents in conflict with the law and a new model for social integration and staging human rights. The forums were hosted and run by young people from the communities where the workshops had been implemented.

 The use of performance (in its varied guises) to define and defend human rights provided the young people involved with modes of expression that they were able to tailor to their individual experiences from the multiple artworks produced throughout the duration of this project to the range of articles inspired by the work, the awareness of rights their implications and functions has clearly begun to have a voice. The most important aspect of this voice is that it comes from those who are directly affected by inadequate systems and those whose fundamental human rights are constantly in jeopardy.

 It is impossible to measure the exact impact of the project.  In the original funding applications and research proposals, PPP was very clear that it would not be seeking to prevent crime, reduce offending behaviour, stop human rights abuses, etc. The aims were more modest, though perhaps no less difficult or unachievable. The programme sought:

1.      To establish a culture of human rights within the system of juvenile justice in Rio

2.      To increase the public debate around young people in conflict with the law

3.      To enable young people to participate in debates and actions related to human rights

 This bulletin brings together some of the documents from the PPP archive.  It provides a context for a DVD that shows examples from the performances and interviews with young people and their families.  It is not intended as a final word or closing statement. The impact of the project continues, though now in different forms. Afroreggae has a new programme working with DEGASE, the community-based workshops have found new structures and objectives, members of the PPP team in Brazil and the UK continue to work on programmes that grew out of this work. Through the publication of these archival remains we aim to continue a dialogue with researchers, funding bodies, government officials and the curious.

Introduction: November 2007

Paul Heritage

Lucy Neal, co-founder of the London International Festival of Theatre, recently reminded me of the Stolen Kisses essay when she told me that it is included in a book recommended to her son at university. In a room full of international theatre producers at the Young Vic, Lucy whispered to me of her excitement at reading the story and her hope that it would inspire her son and others to find their own challenges in the moment of performance.  

Although the performance of Romeo and Juliet described in this text pre-dates Changing the Scene, it was a major influence on the creation and development of the programme that was finally implemented four years later.  As the article explains, I had no experience of the Brazilian juvenile system until the invitation to stage a performance at the Instituto Padre Severino in Rio de Janeiro in 1999.   My surprise was to discover that many of the basic rights that are fundamental in the Brazilian adult prison system are not apparent in the juvenile centres.  Brazil has a very strong legal framework for the treatment of children and adolescents, under which the age of criminal responsibility is set at 18. This ensures that no one under 18 can be arrested or imprisoned. A young person who comes into conflict with the law before they are 18 can be held by the police and brought before a special judge, who can then hold them in secure ‘schools’ for a maximum of three years.  They have not committed a crime and there is no transfer from the juvenile to adult system. The British system, with its criminalisation of children and adolescents and its transfer of juveniles through to the adult system, is regarded as barbaric and inhumane by those that created and operate the Brazilian system. Unfortunately the unintended result of this radical and progressive approach to the treatment of young people in conflict with the law, is that as they are not officially ‘imprisoned’ within the juvenile detention centres, they do not enjoy the minimum rights that are guaranteed for prisoners in the adult system.  The rhetoric is of pedagogy and social welfare, but the practice is an arbitrary form of punishment that offers little protection to the young people who are -  all but in name - incarcerated.  

The brief encounters made possible through the Romeo and Juliet project, encouraged me to want to return with a more systematic programme of work.  It took four years to raise the money from the Community Fund and the British Academy, but the result was the programme Changing the Scene. The rest of the documents in this bulletin have been drawn together by Rebecca Louise Collins from PPP’s extensive archives of the programme. The Stolen Kisses text is an insight into the thinking that went into creating the programme at the time.  

 Although a version of this text, appeared in Maria Delgado’s Theatre in Crisis
 I have selected here the original lecture on which the published essay was based.  Although this version does not benefit from the rigours of Professor Delgado’s excellent editorial revisions, I prefer to re-print the text in the format of a lecture, given as the George Galloway Memorial Lecture at the Theatre Studies Department of New York University in April 2000. It retains the sense of an actual moment in which I was testing out ideas for a specific audience at a certain time. Perhaps it is a way for me to ask forgiveness for the enthusiastic innocence of the text, which in the light of the programme it inspired seems so inadequate and inappropriate. 

Una Chaudri was Chair of Theatre Studies at the time, and kindly issued the invitation for this lecture at the suggestion of Lynda Hart, who was a colleague and friend to us both for many years. Lynda’s gentle but incisive criticisms at the end of the lecture should make me even more wary of publishing the original text, but I hope that in some way Changing the Scene found effective ways to bring about the transformational witnessing that she encouraged me to think about that night.  Lynda’s untimely death to cancer the following year means that I was never able to share the ways in which my thinking developed in practice following the time she dedicated to our discussions during those days in New York in May 2000. I first met Lynda when we were students together at the International Summer School at the Shakespeare Institute in Stratford-upon-Avon in 1979, and benefited from her love and intelligence over two decades.  I wish I had more to dedicate to her memory now than just this essay, but it seems appropriate given the first and last times we met. 

The bulletin does not attempt to provide a critical overview of Changing the Scene in retrospect. These are fragments of some of the writing that was produced during the three years that the programme was running. All of them were produced for specific contexts, with the exception of the outline of the programme activities provided by Rebecca Louise Collins.  Perhaps this is the best way to represent a programme that was constantly interrupted by operational and political pressures.  The fragmented nature of the writings presented here seem appropriate for a programme that always felt fragmented and fragile, an echo of the lives of the young people held within the juvenile system. Any attempt to frame the activities within a conclusive narrative would be inappropriate to the disrupted and broken ways in which the project was forced to operate.   

Changing the Scene was an arts-based human rights programme for young people in conflict with the law in the State of Rio de Janeiro  (2003-5).  Over £400,000 of funding for the programme came from the Community Fund: a non-governmental agency that distributes the profits from the UK national lottery to charitable causes. At the time, there were five categories eligible for funding, one of these was in the area of International Development. We have decided to reproduce extracts from the original funding application, as it gives some idea of the context in which the money was sought and given. The programme was not supported by arts funding, and Changing the Scene had to justify itself according to criteria that were established for projects that delivered concrete results on diverse social issues such as sanitation, health, employment, human rights, etc.  Each year we were required to produce a report that included evaluation against clear criteria intended to measure our impact according to qualitative and quantitative data.  We have also included extracts from these reports, again with the intention of making it possible to understand the framework within which the programme was constructed, operated and evaluated. 

The distance between the project proposal that secured the funding and the final report that guaranteed that funding had been appropriately spent is far greater than the years that separate them. We include extracts from them both in this report but cannot hope to bridge the gap between the intentions and the realities of the programme.  

 In two decades of working in adult prisons in the UK and Brazil, I had never met such institutional resistance as was evidenced during the three years of Changing the Scene. Almost everything that we had originally proposed had to be re-thought and re-structured, and the inadequacy and irony of the programme’s title was ever evident.  Its presumption of an unspecified agency - the young people? The staff that worked with them? The arts workers? Effecting necessary changes,  was replaced over time by a sensation of being part of a scenario that was always unpredictable, shifting and beyond our  influence.  Too often the programme was blocked or changed as a result of the defensive actions of individual staff, the directors of the institutions or the state government secretariat that was responsible for young people in conflict with the law. Through over a decade of working in Brazil, People’s Palace Projects had worked in partnership with individual prisons and their directors, with prison administrations in 12 states and the federal Department of Prisons in the Ministry of Justice. In Rio de Janeiro we spent three years in a state of undeclared conflict with the administration of the juvenile detention centres as they sought to defend their institutions against the threat that they perceived from this programme.  Changing the Scene buckled, adapted, withdrew, re-formed and came to an end in a way that was a testament to the creativity and resistance of the young people, the staff that worked with them and the artists who implemented the programme. But the distance it travelled from its original aims was greater than on any other programme that PPP has ever implemented. 

This publication does not attempt to re-visit the specifics of any of the conflicts that this programme inspired with the authorities. It registers some of the achievements, because it is important that such work is remembered if it is to contribute in any way to debates about what is or is not effective in such contexts. There are contrasting lessons to be drawn from each and every moment of this programme, about its futility and its worth. What is recorded here questions the validity of any such intervention in a system that is so fundamentally flawed, as well as giving testimony to the resistance of young people in following the paths that seem so predestined for them.  

Between 1985 and 2005, I created work with thousands of people who are in conflict with the law in situations as diverse and as  distant as Swansea in South Wales  and Rodônia in the Amazon region of Brazil. I discovered ways of working through the specifics of context, content and form while at the same time increasingly developing a pattern and shape to the responses that I brought to the different programmes implemented by People’s Palace Projects.   Although there was no declared methodology or guiding principles to the work that People’s Palace Projects was doing, Changing the Scene revealed what had become fixed and established in our ways of working.   As these things broke within the attempts to implement this programme, we were able to see more clearly the curves and the edges that had come to circumscribe and define our ways of working.   The revelations are etched across the writings, drawings, sculptures, videos, installations and performances that were produced throughout the programme
. As the young people produced their own work, so did those of us who were accompanying them. The programme produced a volume of monitoring, documentation and reports that is unequalled in PPP’s history. All of it is archived and stored at the People’s Palace at Queen Mary, University of London. 

 The extracts of reports and writings re-produced in this bulletin, may or may not show the way in which this programme troubled its creators as much as the sites at which it was being implemented.  The unresolved murder of Carlos Calchi, one of the project directors, lies as always at the heart of the complex ways in which this programme is remembered
.  This publication is also dedicated to Carlos as well as to Lynda Hart. Both were at different times my companions in so much more than the work we made together.   Perhaps both are remembered best by one piece of writing that is reproduced here without revision, Visit to the Educandário Santo Expedito, p.28 – 32.

This piece was written as for one of the regular reports that we all produced following our visits to the juvenile detention centres during the programme. In  Catholic martyrology, Saint Expeditus is looked to as the patron of emergencies and solutions. In Brazil, Santo Expedito is referred to as the saint of lost causes. It is the name that has been given to the most rigorous of the secure units that holds young people in the juvenile justice system in Rio de Janeiro. This report records a moment that fundamentally questions the principles on which not only this programme but all of PPP´s work has been based.  The action recorded by me in the report, shows that I crossed a line which we had always maintained in talking and writing about the work. Rather than relying on our intervention as artists as a means by which young people could define and defend their rights, I took individual action to effect an immediate change in a situation of abuse.   Finding a group of twenty young people incarcerated in an extreme situation of degradation, I used my limited power in that instance to effect what was likely to be a cosmetic and temporary reprieve. I put the programme at risk for what I perceived to be the more urgent needs of those particular young people in a sewage-infested basement on a particular Friday afternoon.  I tested for myself the protagonism of the witness, opening up new doubts and questions that were to accompany me on this programme and beyond. It is a moment that remembers Lynda’s questioning of the lecture below. It is a moment that remembers that extraordinary courage of Carlos as he challenged the system in ways that I would never have dared to bring to the programme. It is a moment that values best what I learnt from the young people we met, the staff that work with them, the artists that gave so much to find ways in which something could change. 

Most of the artists who created Changing the Scene and other similar programmes will remain anonymous. They are the artists who run workshops, train young people and enable others to make art but rarely author the articles or make the lectures by which this work becomes known beyond its point of initial engagement.  This particular programme was created in partnership with Brazilian artists and arts organisations, many of whom are listed in the acknowledgements on page 45. Such a list cannot do credit to the individual talents and inspiration of those artists. This programme was authored in a hundred different ways, by each of the artists who ran the workshops.  Although there were regular trainings, and a certain amount of commonality in the techniques and strategies used, each individual artist brought something unique to the work that is not recorded here. 

The Brazilian organisations were vital to the implementation of Changing the Scene.  Augusto Boal’s Centre for the Theatre of the Oppressed helped to create the original proposal and were crucial to the implementation of the first year of the project. Without the vision, commitment and talent of each member of their team this programme would never have been created.  The Centre for the Study of Public Security and Citizenship (CESeC) at the University of Candido Mendes, Rio de Janeiro provided inspirational advice and counselling as well as monitoring the first year of the programme. Dr Silvia Ramos, created new mechanisms for evaluation and produced two exemplary reports that shaped and defined the rest of the programme
. 

Grupo Cultural AfroReggae, was a crucial partner in the second and third years of the programme. They enabled PPP to establish its projects with young people at risk of entering the juvenile justice system.  As the opening article describes, the young drummers from Afro Lata (one of AfroReggae’s subgroups) were part of the original Romeo and Juliet project. When the Changing the Scene programme ended, it was AfroReggae that continued to support many of the community-based projects.  At the time of publishing this bulletin they have returned to Instituto Padre Severino and other juvenile centres to continue their workshops. Despite the ruptures and the discontinuities, the echoes of this programme continue to be heard.

Stolen Kisses: 

Making Shakespeare in a Juvenile Prison in Rio de Janeiro

Paul Heritage

To witness an event is to be present at it in some fundamentally ethical way, to feel the weight of things and one’s own place in them, even if that place is simply, for the moment, as an onlooker 
 

I have been a privileged onlooker to certain events in Brazilian prisons since 1993. Tonight I want to bear witness to just one performance that took place in a Brazilian penal institution, to feel the weight of things and to think about my own place in relation to what I have seen. Tim Etchells provides me with a point of departure to think about the relationships between performance and the act of witness, but a certain fragment that has survived from a performance in 1993 could just as well serve to begin this evening’s lecture.  Carved on a wooden plaque are the names of the men who took part in the first performance I staged in a Brazilian prison, and underneath they have chosen to inscribe the following:

A arte não reproduz o que vemos, ela nos faz ver

[Art does not reproduce what we see, it makes us see ourselves]

In very different ways, both Etchells and those prisoners provide words that resist ideas of representation and reproduction that are bound up in the mediatised world in which we live. In most instances we have lost the human capacity to experience our lives directly and must be content, it seems, with living them through the various technological media that the twentieth century has bequeathed us.  I imagine that those of us who still make - or make ourselves present - at performance do so because we still insist in seeing it as a resistance to that phenomenon. Rather than merely seeing theatre as a failing competitor in the global economy of cultural exchange which is inevitably doomed to lose out to the rival forces of cinema, video and television, we see performance as offering something different from other representations of the world. Tim Etchells from the British performance group Forced Entertainment has characterised the call that comes from the most radical in performance as: be here, be here, be here...
.  

In the liveness of the theatrical event we are not looking merely for the spectators of the mediatised world, we are trying to create witnesses. A witness is an active participant, as Brecht discovered, and has responsibilities that go beyond the moment at which that event takes place. With every step that television and cinema take to find technological ways to bring crime and violence closer to us, we are ever more distanced from an active and therefore an ethical relationship with the original event. Meanwhile Disney takes the ultimate in factory line reproduction to the stages of  Broadway and Shaftsbury Avenue, showing that the individual performer could become as irrelevant as that of the individual spectator.  The work I want to present today is, in contrast, an evocation to the spectator to become a witness of something that can only be played by those people that are in that room and that particular time. And because of this, the call that performance makes is to feel the weight of things and one’s own place in them. 

In an interview for a book that I edited with Maria Delgado entitled In contact with the gods?
, Peter Sellars talks about why it is important for him to work with a multi-cultural cast. He explains how living in a multi-cultural society affects the ways in which we live our lives, and therefore the classics that he works on. Shakespeare, Mozart, Aeschylus, Brecht, he maintains, can only be seen today in relation to that multi-culturalism: its pleasures and pains. He invokes an idea of creation that is collective, in which the text can only be weighed and balanced in relation to our contemporary society when the cast itself feels that weight, can bring their own experiences of that world into the creative process. 

I make theatre because I want to work through material that I feel is in the society, and I need a group of really powerful people in the room to work though it with, because I have a very dim view of my own capacity or expertise. Theatre is not a solo activity. It’s actually the understanding that we will never be able to understand any of these issues until we search for a collective understanding. Individual expertise or point of view is no longer adequate in this world, if it ever was. Knowledge has to be an understanding, has to be conceived much more as Plato would, as an ongoing dialogue. So the question is, where is the dialogue and how can that dialogue be as rich as possible? 

I would like to start with this question – where is the dialogue? - but move on from the process of creating theatre in the ways that Sellars here imagines, to look at the creation of meaning produced from making theatre in situations away from the spaces in which theatre is normally sanctioned.  My starting point will be same as Sellars’: the working through of material that is in society. My basis is also that the strength of theatre relies on the strength of the group of people in that room together, but I want to extend beyond the performers to think also about the witnesses. And perhaps to ask the biggest and most romantic of questions: where and how does performance make a difference?

I am not interested here in the process of creation that concentrates on the speech and how it is delivered or the context that is created by the director to give that speech meaning. I shall be looking instead to find the two-way process by which that speech performs its meaning at the moment of utterance. Clearly when I talk of the act of witness, performers/writers/directors themselves are already making their work with the hope and intention of being those witnesses of our age that will have resonance and impact. We can all think, I am sure, of the plays or productions that mark themselves out or have been identified as the witnesses of their times.  But here I am thinking more of the work that activates the witnessing by the audience: work that creates in the moment of performance a responsibility for those who watch.  My interest lies not in the way in which performance constitutes or describes itself as an act of witness, but rather in the way in which the audience and the actor perform this act.  In other words, I want to think of performance as doing - performing - an activity that is in itself that moment of witness.  

The performance that I am going to discuss is a staged reading of Romeo and Juliet by juvenile prisoners which I directed in the Instituto Padre Severino on the Ilha do Governador in Rio de Janeiro, in September 1999. Much of my own theatre work in Brazil since 1993 has been making theatre with prisoners and in some way I will be discussing seven years of this work. But I want to root it one moment.  This performance was both a continuation of other experiences and distinctively different.  I have worked in various prisons in Brasília, São Paulo and Rio de Janeiro, and have usually tried to move beyond the running of drama workshops to look at ways in which theatre could become a part of the structure of the prison. A prison is a world where survival is tested at its limits. Performance is normally thought of as that which does not survive, thus in seeking to ensure a continuity of theatre in the prisons where I have worked, I seem to have been engaged in a bizarre act of negation: denying something essential in both the institution and the activity.  But the survival of performance in prisons has for me become a form of resistance and negation of the system itself. If in Britain, too often theatre work in prison has been concentrated on directing individual behavioural change, in Brazil I have instead become fascinated with exploring the ways in which theatre can offer the hope of institutional shifts.  I will never be able to offer you an example of the way in which theatre has reduced crime or changed offending behaviour, but I can encourage you to go to a maximum security prison in Brasília called Papuda and visit the studio theatre that has been created within the walls. That is what I have learnt to call change.

But the work that I did with the young men in the institution known as Padre Severino was very different. Although it was part of a programme that I was seeking to establish at the time, there was no direct plan to implement regular drama work in the prison. Nor were there any obvious or immediate ways in which this particular group would be able to continue what they had done on the project.  All of which I regret. But perhaps in some way its continuation is present now in the act of talking to you about it. Perhaps this moment of testimony is indeed part of its impact, of the ways in which it continues to work. I can speculate only on what impact it may or may not continue to have for the young men in the project, but here is just one of the traces left by that performance as I consider its ability to activate the witnessing of what our culture both desires and profoundly fears. 

I need first to tell the story of the performance. I am mindful in doing this, that anyone else who was there would tell a different story. I wish I could bring those other stories with me. Even as I quote things that were said or show you pictures of what happened, they will not be the story that any of those participants or that audience would chose to tell.  But we need a context. A point of focus. And the way I tell the story will bring out, I hope, the things that I want to say about performance: its creation, its ways of meaning and what it does. 

I had visited the three juvenile prisons situated on the Ilha do Governador on various occasions during my time spent in Rio over the last few years. I will continue to refer to these institutions as prisons rather than schools, although under Brazilian law, because the age for criminal responsibility is 18, these young people are not actually imprisoned. But the word school will never be appropriate for the methodologies, philosophies or activities of these places. It has too many illusions. But I am conscious that when I talk of prisons and Brazil, there are other images being evoked that might not belong to my particular story.  This is not going to be a horror story, but I cannot stop your own images and narratives playing out alongside mine. It will undeniably be a romantic tale because it is grounded in dreams, resisting the empiricism that is offered elsewhere as salvation. But this story takes as its starting point a responsibility to the events that we witness.  

Of course the idea of staging a reading of Romeo and Juliet with a group of fifteen 15 year olds from a juvenile prison in Rio is a kind of lunacy. I was aided and abetted in this insanity by Maria Nakano who had asked me to produce a series of events to mark the second anniversary of the death of her husband, the radical sociologist and social activist Herbert de Souza (commonly known as Betinho). During the long years of her marriage to Betinho, and in the time subsequent to his death, Maria has not faltered in seeking to make work happen that in the inverted logic of Brazilian social reality would be considered madness.  Betinho’s popular campaigns against poverty and hunger were a form of resistance to the acceptance of existing social conditions as being either necessary or natural. Therefore on the actual anniversary of Betinho’s death, we staged a football match between a team of artists led by the legendary Brazilian musician Chico Buarque and the young men and women from the juvenile prisons. Chico and the other artists were deservedly slaughtered. So when I returned to begin the process of rehearsing Romeo and Juliet a couple of weeks later, I could honestly tell the group of boys that had come to work with me that this was a form of revenge. I told them I would be returning with more actors – some of them from the football team – but this time we were going to play a game which we thought was better suited to our talents: Shakespeare. 

The idea was simple. That we would stage a reading of Romeo and Juliet made up of the inmates at the juvenile prisons on the island. A group of boys would work with me to look at the themes and ideas of the play and work with the text.  At the end of this process they would all get to play a role in the final reading and I would bring a group of actors, most of them from the all powerful TV Globo network, to play the other roles.  As the work progressed, it quickly became apparent that most of the boys wanted to play Romeo so we ended up with one actor for each scene in which Romeo appears. Meanwhile I rehearsed with the other actors elsewhere, and also invited a band of young drummers called Afro-lata, part of the Grupo Cultural AfroReggae. In contrast to the television stars who came from Ipanema and Copacabana in the rich southern zone, these young men came to the prison that day from Vigário Geral, one of Rio´s communities commonly known as favelas.  The two parts of this strangely divided process only met for a brief time in the morning before the afternoon performance for over two hundred other inmates plus what seemed to be almost as many guests, journalists and photographers.

The mix was potent. Each of the components in this performance has their own cultural value which operates in contradictory ways within Brazilian society: TV Globo stars, Shakespeare, juvenile offenders. Globo stars are not meant to mix with juvenile offenders nor do juvenile offenders mix with Shakespeare. And the cultural economic imperatives of Brazil mean that Globo stars rarely mix with Shakespeare.  Juvenile offenders are not normally associated with reading, so the idea of them staging a reading seemed an even greater disturbance of the realities with which society becomes comfortable, even while they are horrific. Of course, the young men had problems with the language, but so - and I am sure they will not mind me saying this - did some of the professional actors. That’s the point. We are all distanced in some way from this language. It is beyond us. If it were not beyond us then it would not serve its purpose, which is to extend the ways in which we think and speak. Who needs this more than those members of our society that, for whatever reason, have had the expectations of how they think and speak set so low that there is no hope of them ever growing beyond these boundaries?

As artists we are not only border-crossers ourselves, but are capable of helping other people cross borders. On rare occasions it can be a mutual process. On that particular Monday afternoon in the Instituto Padre Severino there were some powerful borders being approached. Some of them were never reached but only glimpsed. Some of them were crossed in ways that we did not expect. Some of them were crossed in ways that we did not want. Some were crossed by the young men of the institution, others had to be crossed by the actors who came from outside.  I hope that others were crossed by those who bore witness.

The performance itself took place in a cavernous hall, which did nothing to help the words cross the boundary between the stage and audience. Distant from the concrete stage, were rows of chairs on which sat dignitaries, guards, teachers, and journalists. On front of them on the floor sat the young men and women from the three penal institutions.  On stage were the actors, sat on individual chairs: a Romeo between each actor who had come to join with them to tell the story of the star-crossed lovers.  Each Romeo wore a white T-shirt bearing the character’s name, and new shorts hurriedly supplied by the Institute at the last minute to ensure respectability.  Afro-Lata stood behind, their young faces showed little reaction to the place to which they had been bought to play. Perhaps they were too young to see the irony of where they were to perform. It is through cultural activity that they may avoid being perceived as part of the trajectory that takes too many young people from the poor communities to the prisons of Brazil.  Yet it is because of that art that they were inside the juvenile prison that afternoon. 

While many actors had promised their services for the performance, TV Globo’s unpredictable recording schedules meant that there were sudden absences on the day. Thus it was that Leticia Sabatella, one of the major stars of the telenovellas, came to play Juliet to all of these young Romeos. It had never been intended as such when the project was planned, but it allowed for a fixed identification around Juliet while the multiple nature of her lover was acted out by the finest line-up of Romeos that I have been fortunate enough to work with. Frantic last minute rehearsals gave Leticia the opportunity for at least one run-through of each scene with a different Romeo. She had little idea of what to expect and their abilities varied from the almost illiterate to the fluent and passionate. Each in their way presented different challenges for her and the other actors who had to work with them.  And, of course, the challenges for the Romeos and their colleagues in the audience were likewise considerable. This then was the happening that causes me now to reflect on the performative act of witness that theatre can invoke.  I cannot provide a narrative account of the performance, but would like to take some random thoughts and consequences that arose from the work of those twelve Romeos and their Juliet.

Thomas Kydd wrote in The Spanish Tragedy, that where words fail, violence prevails
. In working on Romeo and Juliet, these young men were encountering a vocabulary and a form of expressing ideas and emotions that they had never been exposed to previously. It is a commonplace to see Romeo and Juliet as being thematically linked to the divisions and violence of other communities. Certainly we did the sort of improvisational work that found/forced those sort of connections. However, I was not interested in parallels or approximations. I wanted to see what happened in the act of speaking this language: a language that was already alien from the original in that it was in translation.  I started from the premise that they would have no trouble understanding what these characters were doing or feeling or thinking. The only block might be in the way in which they expressed themselves. But that is a block we all have. How many of us have the words to express what we do, feel or think?  Thus I did not want them to rephrase the text in their own words. That would merely serve to keep them in their place and we were entering this work with a desire for change.  The group were already literate enough to read the text, although all of them had some problems when they first encountered it, as all of us would, whether in English or Portuguese.  Even with considerable assistance, some of them could only read each word individually and showed little ability to make connections between the words. Others quickly found a fluency that would be admirable in any group of adolescents from Britain or Brazil. Much of the work with the text was like a form of physical exercise with their tongues, mouths, faces, and eventually their bodies. The first connections were thus made with the forms of the words: their shapes, their sounds, their resonances. Then came the ways in which these words were structured together and how they filled space and arrived at other bodies.  None of these words is neutral or inactive as they discovered. They began to do things with language. Not to describe their world, but to be active with and within this language. They were therefore performing. 

As I watched these young men engage in this process I was constantly forced to reconsider what defines the difference between good and bad acting. We recognise the great performance when it is effectively performative: when it does something. The bad actor is the one that only manages the constative act of reproduction, describing an emotion that has passed, a world that has gone. The actor that excites us is the one that makes their utterance exist only at that historic moment in which it is made by that person. In very different ways, these actors took me as close to that moment as I have ever been in the presence of a Shakespeare text. Thus my work with these young men was to try to enable them to use the language to do things. 

One of the most effective challenges that the presentation gave to the audience, was the vision of these boys reading the play out loud.   At least two of them read their lines with no apparent understanding on the day of the performance, as word laboriously followed word. At that moment I wondered how far I had betrayed the participants in exposing them to the ridicule of their peers and the other spectators. But as I was egotistically absorbed in my own failures, I realised that the audience was watching something completely different. They were watching them read. Even an actor with the finest diction would have had problems with the acoustics in the room, and I had failed to observe that it was not the text that the audience was really following. Indeed, when there were only Globo actors on stage the audience was at its most restless. But the moment that one of their own colleagues appeared and began his struggle with the text, there was complete attention. The sort of attention that this play is rarely given at Stratford-upon-Avon.  Perhaps just one of the ways in which this performance achieved its power was in the very substitutability of the boys. While I and the other actors involved in the project experienced each of them as individuals who had managed something unique, the audience was able to see them as extensions of what they too might be capable of doing. 

At the same time that the text began to expand the ways in which the participants were able to express certain feelings, their work also began to reveal the text itself in different ways. For example, in Act 3 Scene III, Romeo is waiting for news of what the Prince will decree after he has killed Tybalt. Friar Lawrence returns and tells him that he is to be banished, a punishment that shows some leniency from the Prince. But Romeo’s reaction is fierce and he is irreconcilable  to his fate, as banishment means that he must be separated from Juliet. We begun by working on the speech in a group exercise that revealed the violence of Romeo’s thoughts in the battering of the verse. After a while we began to look at the meanings of the words. Banished is not a word that the group knew, so I talked about people who had been exiled from Brazil in the past. They were quick to add names, and although there were some historical inaccuracies, they were able to identify a variety of Brazilian exiles from pop stars to presidents.  Gradually they talked about themselves as being banished and their feelings of separation and desperation.  In that moment, the text was revealed for me as much as it was for them.

Such revelations were on every page, almost every line. In a wider sense I learnt something that I had never quite grasped about one of the essential differences between Romeo and Juliet. The way they are linked in the title, the prologue and the narrative tends to make them seem equally balanced in the play. Having twelve juvenile offenders play Romeo against a young and valued star from the telenovelas, ripped asunder this easy equation. Juliet is a much-prized member of her family and her cultural value is enormous, as we see when her father settles her on Paris. Romeo meanwhile may come from a good family, but the way in which others react to him, the company he keeps, his actions in the early scenes show him to be one of the local delinquents. He is already outside of family and social control. It took this particular version of the play for me to begin to see the ways in which the play may operate.

Of course the difference between these Romeos and their Juliet was exploited by the media in the widespread coverage that the presentation received. The impact of the event can be seen in the coverage it received in the newspapers on the following day and in the subsequent pictures that appeared in the tabloid magazines. The front page of O Globo, with its lead story on a prison rebellion in São Paulo, emphasised the social and political contexts within which this theatre work was being done. A typically dehumanised and animalistic picture of prisoners through bars is set above the photograph of one of the young men from Padre Severino, kissing an actress with a copy of Shakespeare’s text in his hand. This unexpected image tells an unimaginable story of an impossible encounter that would be beyond the reach of most Brazilians. Just to show these boys reading is in itself a cultural transformation, but it is in the pictures of the kisses that the transgressive sensation is most forcefully evoked. 

As Leticia had approached her first kiss at that Monday afternoon performance, I realised that in all the boundaries that we had crossed to come to this moment, there was one border that we all knew was the subject of intense institutional, cultural and personal surveillance. The moment seemed all that more dramatic as the photographers rose, more alert than I had imagined to the verse that prepares for the first kiss and they were as acutely poised as their sports colleagues awaiting Romário’s front line manoeuvres at Maracana. With the first kiss there was such a battery of clicks and flashes accompanied by catcalls and cheers from the audience, that I failed to notice what had happened on stage. What I did notice was that Leticia Sabatella adroitly side-stepped the next kissing by skipping some lines (Shakespeare’s text as ever directs the stage action). As she returned to her seat at the back of the stage with the other performers, she showed no untoward response, but while she waited for her next scene, she was carefully looking through the text. Calculating which Romeos were next in line to kiss her (they were conveniently seated in order of their entrances),  she quietly got up and went to talk to each of her Romeos while other scenes were taking place. It was only later that I discovered what was happening.

At the first kiss she had been firmly tongued by her Romeo. As she said to me afterwards, her reaction was simultaneously one of being assaulted but at the same time wanting to regain control. She did that by jumping the lines, but she wanted to anticipate what might be to come in future scenes. What she said to the Romeos that followed was this: ‘you can kiss me for as long as you like, on the lips if you want, but you cannot put your tongue in my mouth. Because it is not theatre. No-one will be able to see’.  While I was horrified by what I had exposed her to, I was full of admiration at her response. She showed herself as brave, resilient, creative and compassionate as at any moment since I had first invited her to take part in the performance. But she had also re-asserted her control. To the extent that even in the final scene, when drugged on the tomb and seemingly in no position to affect how Romeo might kiss her, she still achieved what she wanted. The final Romeo kissed her on the lips in such a way that he seemed unlikely to ever stop. But he crossed no further boundary. As Leticia, had explained to him, it would not be theatre. And the borders that were being crossed that day were already sufficient. I sensed then that I could never really be aware of all the complex cultural, political, social and personal negotiations that were going on when that young Brazilian used Shakespeare’s lines to kiss Leticia Sabetella.

The performances that perhaps we all most admire are the ones that involve some kind of risk for those involved. That does not necessarily mean physical danger, but it must mean a personal investment. If that investment was tested to its limits for Leticia Sabatella, it was similarly dangerous for those young men. As the performance approached I could see how they were putting themselves on the line. To be serious about this work would in itself expose them to potential ridicule. One of the most effective moments for them all was when one of the Romeos began to speak the text without the book. He had, unbeknown to anyone of us, learnt his lines. He had committed himself to the work. And the audience of peers stopped the play to applaud. It would have been far easier for any of them on stage to have disrupted and disturbed what was happening. To show their ‘investment’ was the greatest risk.  By letting the performance reveal their pleasure as well as their fear, they showed the sort of risk that we always seek, yet so rarely find whenever we go to the theatre. It is in that investment that we see the real consequences of performance that lie beyond the meaning of the play itself. Is that the moment when we are drawn in to become witnesses? When the line between the performer and the task becomes so strong that we cannot resist being pushed or dragged out of our desire to be merely spectators and become the witnesses that will ensure this event has a life beyond that moment?

For that is what a witness does. As Etchells reminds us, the witness ensures that the original moment has a life that goes on. Without the witness to the crime or the accident it might never be known beyond that moment of action. But in theatre something else is happening because the witnessing is a continuation of the creativity.  In contrast to the witness to the crime who is required to suppress all fabrication in an effort to recall most accurately what has happened, the witness to the live performance is not required simply to remember but to carry on the imaginative act. Witnessing is thus, not simply a means of remembering or documenting, for the performance itself does that in the only effective way possible. Rather, the act of witness is the means by which performance makes a difference. The means by which it matters.  My romantic hope is that each of us who participated in that event and each of us who saw it - each of us who read those newspapers and saw those photographs - and perhaps each of you who are here today to listen to this lecture - will carry something forward that makes a difference. 

I am sure we all have our own questions that we ask of performance. What does it do for us? What can it do to others? Peter Sellars asked what is the dialogue that performance creates between the stage and society.  I hope that the performance I have described shows a way in which we can extend that question and that dialogue.  I want to finish with a series of questions that Tim Etchells recorded about the performances that matter to him. They have some resonance for me when I think about that Monday afternoon in the Instituto Padre Severino. Perhaps they will serve to alert us all to what is important in the work that we do:

When this performance finishes will it matter? Where will it matter? Will the performer carry this with them tomorrow? In their sleep? In their psyche? Does this action, this performance, contain these people (and me) in some strange and perhaps unspeakable way?

I ask of each performance: will I carry this event with me tomorrow? Will it haunt me? Will it change me, will it change things?

If not it was a waste of time.

Perhaps in this moment of those boys performing their Romeos we can see something of the promise that performance makes to us all. A promise that it will not be a waste of time. A promise that it will be carried somewhere: in somebody’s sleep, in somebody’s psyche. But as I have written elsewhere about theatre in the favelas of Rio, while I want to celebrate all that live performance promises, I also want to notice as it fails. It is in those stolen kisses, as Leticia Sabatella rightly said, that theatre fails: ‘You can kiss me for as long as you like, on the lips if you want, but you cannot put your tongue in my mouth. Because it is not theatre. No-one will be able to see’. In bringing together a group of juvenile prisoners with a supporting cast of professional actors to perform a rehearsed reading of Romeo and Juliet,  perhaps we can have a glimpse of an act that calls on us to bear witness. In revealing the stolen kisses I do so not to break the romance of the image of what happened that day, but rather because it is in the ‘failures’ as much as in the successes that performance truly reveals its promise.

Visit to the educandário santo expedito [bangu]

Date: September 13th 2003

Time: 14.30-18.00

Present on the visit: Carlos Wilson Co-ordinator DEGASE; Kaka member of the Dr Vania Santana’s team from the Secretariat of Human Rights; Bárbara Santos Centre of the Theatre of the Oppressed; Pierre  Production Assistant PPP [actor with Nós do Morro], Paul Heritage Director, PPP and author of the report. 
Purpose of visit: To discuss the Changing the Scene theatre workshop programme due to begin 16/09/03; to meet staff and young people to familiarise them with the project and us with the environment; to begin discussions about a performance planned for 21/09/03.

Brief outline of the unit: Educandário Santo Expedito [ESE] is a secure unit for young men over the age of 16 which forms part of the adult prison complex known as Bangu. It was formerly an adult prison and has only been used as for juveniles for 4/5 years. There are no architectural links to the buildings which house adult prisoners. There are usually about 180 young men held there.

Special note: The visit was made two days after a rebellion in Bangu I
 in which a renowned drug trafficker Fernandinho Beira-Mar
 had killed four rivals
 within the maximum security prison where he was held. The city had been on alert for 48 hours as favelas and other neighbourhoods had their schools and commerce shut by the drug traffickers. Fear of reprisals were strong and the media gave much attention to the triumph of Beira-Mar and the inadequacies of the prison system. It was announced on this day that DESIPE [the State body within the Secretariat of Justice responsible for prisons in Rio de Janeiro] would hand over control of Bangu I to the Military Police, under the jurisdiction of the Secretariat of Public Security. Like prisons within the adult system, ESE is sharply divided between the two rival gangs, which is reflected in the administration of the unit. 

Preliminary reception

We were well received by the staff at the gates and quickly moved into the main waiting area. Carlos Wilson has easy access to the system so there were no problems in making the visit. We were given free access and no-one alerted us to any special circumstances or incidents that might affect our visit. 

1st Gallery: Comando Vermelho

The physical structure of the unit is of a high security adult prison. The first gallery that we entered after going through the second main gate from the reception area is long, low-ceiling corridor with a series of smaller corridors going off to left and right. Between each of the tributary corridors is an outdoor area reserved for association. To be used by one gallery at a time. None of the men was using the outside area when we visited [approx. 15.00] as they were all locked in their corridors.

The central corridor is very dark with little natural light, which is made worse by the burnt, blackened walls – the result of a riot some months before.  As we passed the first side corridor on the left, there was no sign of any detainees. The first two cells were locked and empty. I asked to go down the narrow passage. Everything seemed in a state of disuse and abandonment. At they end of the short passage, we turned left and there at the other end of the passage is a gate of bars with young men peering at us through the gloom. There are about 8 of them visible, but as we begin to talk, they reveal there are actually 24 in the small corridor. There are held in semi-darkness in a narrow passageway of about 8 two-person cells. 

We talk freely with them for about 15 minutes. There is no attempt by the authorities to interrupt or control the conversation. The boys tell us that they are let out to go to school in the mornings each day. They have limited access to outside areas at other times. They have visits on weekends – family and friends. Not all of them receive visits. Of the 8 young men aged 16-21, four of them were already fathers [two of them had more than one child]. 

They made no accusations and raised no complaints or questions. We did not ask about abuse. They were generally talkative and receptive to our questions. During the visit, one of the guards arrived to inform one of the young men that he was going to be released immediately. There was obvious delight and shared emotion between the young men who hugged their companion as they said goodbye. The guard at all times called them by their numbers not their names. 

We went back to the main corridor and continued to the end. There were approximately another four side galleries with between 15-25 young men in each. We were never denied access to any of them, but all conversations were conducted through barred gates. They seemed to have mattresses for the concrete beds and sheets/covers. They ate from quentinhas
 which are delivered. The young men have the normal marks of poverty on their bodies, which are obviously under-nourished and under-exercised. 

Carlos Wilson explained that the identification of the gang members is arbitrary and generally decided by the guards, based on the neighbourhood from which the young man comes
.

In one of the corridors we discussed the project with the young men and there was considerable curiosity/interest. One of them had written a rap and performed it for us. It was a strong indictment of the system. As during the previous moments, there was no attempt to stop anyone talking freely. 

Comment: There was clearly nothing about the conditions appropriate for young people. The low dark corridors produce an obscure atmosphere that is both physically and psychologically unhealthy. It is clearly a prison ambience in all but name. The physical environment reproduces prisons style behaviour from guards and the young men held there. Brazil’s Statute on Children and Adolescents clearly states that young people cannot be held in prison.  At ESE the state is holding young people in a prison, with prison regulations and prison conduct. 

Return to reception area: On leaving the first gallery we returned to the main reception area, where there was a group of 8 young men, handcuffed in pairs and sitting on a bench. They had just returned from an appearance before a judge. They were apparently responsible for the previous month’s rebellion. The men were about to be transferred to the adult system as now they had committed a crime – albeit one that was done whilst they were being held as juveniles. 

2nd Gallery: Terceiro Comando

We visited a group of about 20 young men as they cleaned the courtyard between two galleries. The area in which they are held is separated by a gate of bars but we were allowed to enter so that we could talk to them about the project. There was a dining space and the young men moved easily between the spaces. Two guards entered the yard with us, and stood away from the conversation.

I presented the project and our team as I had in the other gallery. We were well received and they were inquisitive, ready to banter and make jokes. As a group they seemed more animated and cohesive but that was facilitated by the space. 

The School:

There is a building dedicated to the education unit which was locked and so were unable to gain access. It seems well presented with the usual posters and artwork to animate the space. Education is segregated with one gallery (gang) going in the morning, the other in the afternoon (although no-one could explain why there was no activity that day). There was a long discussion about whether our project should or could be mixed. The discussion goes to the heart of our project and the relationship we have to the system. How far will we inevitably assimilate the structures of the units, how far should we challenge them? It was made very clear to us the physical risks involved in any attempt to bring the young men together.

Recreation areas:

During our visit there were sounds of a football match being played in a courtyard that we did not visit. As we were leaving, a group of young men that we met in the first gallery were being led into another yard to play football.

We were taken to an abandoned yard at the back of the Unit. It is large enough to accommodate a concrete football/basketball pitch and an overgrown grass area shows signs of a volley ball court in previous years. A depressing site as it has clearly not been used for some time. Carlos Wilson explained that it could not be used because of flooding from the drains. And that was obvious from the inundation of water and the general decay. 

I asked to see where the detainees were held for disciplinary offences. Carlos Wilson said that the area had been deactivated but he said he would show me. We returned to the same disused, sewage infested courtyard and he pointed to one of the grilled areas at the bottom of a high wall As he did so it was clear to both of us that there people being held there. 

The cellar:

There were 23 young men being held in an area approximately 6m x 4m. Because the building is on a hillside, they seemed to be half below ground. The space was like a dungeon. It had no natural light at the back and dim light that came through the bars which for most of the young men were above head height. There was not enough room to lie out sufficient mattresses for all of them on the floor. Most had no t-shirts, nothing on their feet and no underwear. One of them had a pair of shorts that he had to hold up with his hands when he stood up. They crowded to the bars to talk to us. These were not young men who were being punished for an infringement. They were the ones who did not have a gang allegiance. Or they openly identified as homosexual.

The area was infected with mosquitoes and flies. Their skin was marked with bites and infections. And also with signs of a recent fight. Their story was confused but gradually we understood that they were held there following an attack on them by the Terceiro Comando.  Members of the gang in possession of keys had appeared suddenly in their gallery and attacked them with sticks and metal bars. Their injuries were obvious. One of the boys – Alex – had a severely injured eye. Although they had only recently been brought down there, they had been in this same place before for over two months. 

Taken from the application for a Larger Research Grant, 

The British Academy

Scheme of research [submitted by Paul Heritage] 
	 CHANGING THE SCENE will investigate the use of theatrical methodologies in the protection and promotion of Human Rights of young people in conflict with the law in the State of Rio de Janeiro. Its key aims will be to establish the appropriate ways in which a drama-based programme can be used as an instrument of teaching and learning, for both young people and those that work with them.  The project will also explore the effectiveness of performance modalities as a means of young people raising issues of Human Rights with the society that has incarcerated them.   In all stages of the project, I will be testing how far it is possible to train non-theatre professionals in the use of the languages of performance, and how best the practices can be sustained in interventions at institutional and non-institutional sites. 

During this investigation I will be working closely with the Department of Socio-Educational Action (DEGASE). DEGASE is a State-funded agency responsible for children in conflict with the law. It runs four secure units, two units for chemical dependence and 14 centres for young people in semi-liberty or assisted liberty (CRIAMS). 

CONTEXT

Brazil is not alone in its maltreatment and abuse of children. But in the last twenty years, images of the street children in Brazil have become as familiar as carnival and football in the international media. As so often with such familiarity, the seeming inevitability of such images encourages a naturalisation of the idea of children living on the streets. This research project starts from the premise that there is nothing natural or inevitable about the abuse of children’s rights. It proposes that change can be effected from the children themselves, and that in promoting strategies by which they can advocate their own rights, young people begin to de-naturalise the abuse to which they are subject. 

The most common ways in which children leave the streets of Brazil is through death or imprisonment. This project is therefore based on making interventions in the familiar cycle by which a child goes from the marginal communities in urban centres to the young offender institutions, returning to the streets only on their way back to the prison.

METHODOLOGY

The pilot project will consist of three cycles of drama workshops, each leading to performance outcomes. The first will be a succession of five-day workshops with young people in a secure institution within the youth justice system. The workshops will result in staged dialogues inside the institution, using interactive performance techniques. This phase will be followed by public Theatre Forums performed for representatives of civic society who have responsibility for young people in conflict with the law. As far as possible, all such events will be open to the general public and the local/national/international media. The second cycle will repeat this process within community-based assisted liberty schemes [CRIAMs]. Although the techniques and structure will be similar, the particular demands of working with young people who are still subject to the institutional agencies of correction and punishment but do not live in secure accommodation, will require a different means of implementation and development. In the second year there will be a third phase in which a weekly drama workshop will be offered in the centre of Rio de Janeiro. There will no longer be direct connection with the correctional agencies, but the participants will be young people who have already had contact with the criminal justice system. The aim will be to devise work that these participants can present to other young people who are regarded as being at risk of being in conflict with the law. The aim throughout will be to look at the effectiveness of specific performance techniques and strategies, and the means by which these can be implemented and sustained. Particular attention will be given to the needs of training staff and the possible relationships between the different sites of intervention. 




Account of Research Carried Out

Submitted to the British Academy at the end of the Program
The research was focused on the use of theatrical methodologies to protect and promote the human rights of young people in conflict with the law in the State of Rio de Janeiro, Brazil.  The aim was to test methodologies by which young people could advocate for their own rights, and determine whether the system would be capable of introducing the appropriate mechanisms. 

The research was carried out between 2002 and 2005
 and involved the implementation of cycles of drama-based workshops each leading to performance outcomes.  These resulted in staged-dialogues, taking many different forms across the three years. They were created by young people inside the secure accommodation, those on semi-liberty schemes [CRIAMs] and those who were perceived to be at risk of entering the system or who had already left it. 

As reported at the end of the first year, the initial stages of the programme were implemented successfully with the Centre for the Theatre of the Oppressed. During the second and third years, a range of different artists and performance-related art forms were incorporated into the programme [including sculpture, digital arts, installations, Live Art] but each of them contributed to the live, theatrical staged dialogues. 

Staff training remained a strong feature of the programme throughout the three years, although issues that arose with the authorities
 running the juvenile detention centres meant that the focus of the programme had to be moved away from direct staff training. 

Although there was considerable re-working of both the time-frame and the methods of implementation, the scale and impact of the project was maintained. The report below concentrates on the last 12 months of the project as the first twelve months were covered in a previous report. As can be seen from the details below, many of the achievements went beyond the original proposal. 

Final year of the programme:

Beneficiaries 

	Beneficiary group
	Male 
	Female

	Secure accommodation 


	1360
	702

	Semi-Liberty


	1083
	194

	Young people who have left the system


	75
	10

	Young people at risk of entering the system


	907
	1107


The data was produced and monitored using the system created for PPP during the first year of the project by The Centre for the Study of Public Security and Citizenship (CESeC: University of Candido Mendes in Rio de Janeiro). It allowed the workshop leader and her/his aide to register their impressions on group and individual progress. It also provided them with opportunities to record the human rights declarations, and the statistics of the number of young people present at the meetings. These notes were then passed on to the Project Co-ordinator and discussed on a weekly basis during team meetings. Our evaluation showed that the individual workshops that were being run across the system were clearly strengthened by the regular process of sharing experiences, which has also contributed to building capacity among our team of workshop leaders. 

In the final year we also contracted a researcher from the University of Texas to develop an independent evaluation of our operations taking into consideration both quantitative and qualitative measurements, and in reference to the objectives of the project Changing the Scene. His report (available from PPP) concentrates on two of the young offender institutions: the  Itaboraí and Tijuca Centres. 

During the lifetime of the project, the focus of the project moved from those young people within the detention centres, to the adolescents who leave the system and return to their communities. We also sought to discover ways of working with young people who are in situations that put them at high risk of entering the juvenile justice system. 

The reason for the shift in focus came from external circumstances (the confrontation with DEGASE
) and what has been discovered during the first phase of the workshop programme. Although reliable data is not available from DEGASE, it is clear from our own interactions with the young people and the anecdotes of staff and inmates, that there is a high incidence of recidivism in this population. Research by other bodies also show that there is an increased chance that young people from certain communities will have of being apprehended and incarcerated.  These two factors indicated that by concentrating on certain populations within Rio de Janeiro, we would be able to work with those most likely to return to the juvenile justice system, or enter it for the first time. This was a shift from regarding the young people themselves as being ‘at risk’ to a notion of working with ‘communities ‘at risk’, with a high percentage of young people needing information regarding human rights and broad issues such as sexuality, gender, education, etc.

Aims and related outcomes
Aim: 1

To discover methodologies for increasing respect for the rights of young people in the State of Rio de Janeiro through drama-based programmes. 

Related outcomes

Following the three cycles of workshops across the three years, in the final 12 months we were able to culminate with a series of public events.

The workshop programmes resulted in public performances in the communities of Vigário Geral and Parada de Lucas, addressing the issues raised by the Brazilian Federal Child Adolescent Act. More than 400 people attended the presentations of “Na Lata” and “Ciranda Cirandinha” (DVDs available from PPP), among them children, adolescents, parents, social workers, representatives from Grupo Cultural AfroReggae and local business representatives. The plays presented demonstrated how a children’s world is violated by the current conditions common to their marginalised communities [favelas], where drug traffickers dominate, parents are disrespected in the absence of effective government policy and by the unequal distribution of income, often their children feeling themselves the ultimate focus of adult frustrations. 

At the Tijuca centre, three presentations were realised addressing the themes of health and violence, where more than 500 young people from the Tijuca area and the favelas of Borel and Mangueira attended and discussed issues related to drug trafficking, chemical dependency, contraception methods, and teenage pregnancy (DVD available from PPP). Also present were representatives from SESC
 Health and Prevention (a project from SESC-RJ), who participated in the discussion following the presentation. 

The participating young people also presented at an event sponsored by the Generation Hip-Hop project discussing social inclusion, and also at an event for representatives of local businesses covering issues such as dignity, hunger, culture, and solidarity. 

The Itaboraí centre completed twelve presentations for public school students, representatives of the Secretary of Education and from the Family, Child, Adolescent, and Senior Citizen Municipal Court of Itaboraí (education specialist, Ellen Lopes). Some of these presentations took place in the João Caetano Municipal Theatre (further details from PPP) and the CEVIN state school, both located in the Itaboraí metropolitan area. Also attending were directors and teachers from local public schools, where the themes truancy and discrimination were discussed among all those present. The performance Quadro Branco was, in addition presented to more than 300 students, part of the Seminar on Young People in Conflict with the Law, sponsored by the Institute of Culture and Education Research at the Museum of the Republic. The audience consisted of over sixty representatives from public agencies that address the rights of children and adolescents in Rio de Janeiro and São Paulo, in addition to researchers from a number of universities and research institutes.

The groups participating in the Comic Strip Project from the communities of Vigário Geral and Parada de Lucas created post cards (published and available from PPP) based on the Federal Child and Adolescent Act, and were filled out by members of the general public and adolescents from other PPP centres and by those that attended the event Staging Human Rights, which took place in the State Legislative Assembly in December 05. In addition, some of the post cards were published in the magazine “Viração” (available from PPP). The drawings from these post cards were also printed on t-shirts for Changing the Scene and distributed to participants in the projects, local press, authorities, and project partners (available from PPP) The t-shirts promoted awareness of the young people’s needs in relation to domestic violence, street violence, and social exclusion, bringing into focus the stigma still attached to their image. The  
Comic Strip mini-books produced by the young people from these projects were also distributed widely at the events (available from PPP). Once again these focused clearly on the themes of health and violence. The mini-books were also distributed in the publication held for two weeks in the corridors of the State Legislative Assembly building and in DEGASE units. 

Aim: 2

To increase understanding of society’s role in protecting the rights of young people in the State of Rio de Janeiro.

Related outcomes:

In an effort to raise awareness of issues relating to juvenile rights , we ran four forums
 during 2004/05 exploring related issues: DEGASE (State Department for Socio-Educational Measures); domestic violence and young people in conflict with the law; adolescents in conflict with the law and a new model for social re-integration; and Staging Human Rights – a five hour forum held at the State Legislative Assembly in December 2005, which also hosted a two week exhibition of work from the programme.  The forums were hosted and run by young people from the communities Parada de Lucas. Vila Kennedy, and other regions such as Itaboraí, Niterói and Piabetá. Each event sought to discuss through performance, the rights and opportunities for young people in conflict with the law and “at risk”. All forums raised issues relating to attempts to reduce recidivism rates and questioned the necessity of such widespread use of custodial punishment for a specific section of the population. The final event at the Palácio Tiradentes where the State Assembly buildings are based, focused on the relationship between DESIPE [the adult prison system] and DEGASE  [the juvenile prison system. The forum focused on the need to make more effective defence mechanisms available to young people to prevent this population from ‘progressing’ to the adult system after completing their time in the juvenile system [Brazil has no formal ‘cross-over’ from the juvenile to the adult system unlike the UK]. 

The research was undertaken with a range of public partnerships, which increased the contacts between the programme and wider social institutions. In particular I would like to mention the partnerships with SESC [the major Socio-Educational and Cultural Network which is non-state funded – see footnote 1]; the Family Court of Itaboraí and its related programme, Projeto Legal; members of the State Council for the Child and Adolescent; and a number of representatives from specific DEGASE Semi-Liberty Detention Centres (such as the Penha CRIAM). In addition, students from public and private elementary and middle schools have contributed through their attendance at public events, together with teachers and education specialists. They participated in the discussions, and in the ensuing debates with researchers and other professionals who promote the rights of young people in conflict with the law. 

In addition to the forums organised specifically as part of this programme, other presentations followed by debates took place in SESC-Tijuca, in Resende (in partnership with the NGO Viva Rio), at the Museum of the Republic (Seminary about young people in conflict with the law), in the communities Parada de Lucas and Vigário Geral, and in public primary schools in the municipality Itaboraí. 

The following performance indicators were used when assessing the activities on the programme: 

· The staging of the public presentations with the focus on young people in conflict with the law.  The success of actually staging these events for large members of the public within the current climate relating to young people in conflict with the law was regarded as a strong performance indicator. 

· The involvement of family, school, local business, and members of local communities in PPP’s monthly meetings as a way to promote dialogue and changes at a micro-level, and to increase the sense of belonging and citizenship.

· Young people in conflict with the law, and those at risk of entering the system, produced postcards based on their own drawings, together with texts that they wrote and edited. Postcards. Thee have been used to exchange messages between the rich and poor neighbourhoods of Rio de Janeiro, through school networks. They have also been used as educational tools with young people within the juvenile justice system. 

· A quantifiable increase in opportunities for young people participating in the programme through partnerships with other organisations. 

· Involvement of young people in conflict with the law in debates during public events, during class activities, in meetings with young leaders, with their families, and on home visits, at meetings with partner institutions. 

Advances in knowledge or understanding from the research

The multiple factors that contribute to the human rights abuses of young people in conflict with the law include: low family incomes, racial and social prejudice, exclusion from adequate educational, health, and cultural services, a punitive juvenile justice system, the humiliating practices of police and DEGASE representatives. The experiments set up under this research programme could only have minimal effect, and the measurement of their effectiveness would always be subject to a myriad of factors outside the control of the researchers. The intention of the programme was to discover what role drama-based programme could play in raising issues of rights, not in solving the complex situation in which the young people live. 

In relation to issues of public policy and the failure of state institutions that are intended to defend the rights of young people, the research faced severe restrictions from the DEGASE system. However, despite explicit and implicit opposition, we were able to implement a workshop programme in their units, train staff and run public forums in which they participated. As a result of the activities on the programme, young people in conflict with the law, were able to join debates with lawyers and promoters of the Child and Adolescent Åct, members of the Department for the Public Defence (Defensoria Pública), the State Council on the Rights of Children and Adolescents (Conselho Estadual dos Direitos da Criança e do Adolescente), the Rio Children’s Network (Rede Rio Criança). AMÃES [for parents of juvenile prisoners], Crioula [an organisation for young black females], the Family Courts, and other partners and parties interested in the project. At each event young people were able to contribute to discussions on better practices aimed to reduce the abuse of power by DEGASE unit directors, staff, and technicians. The drama and related arts workshops gave them the means to participate more effectively in the debates and to produce work reflecting on their experiences. 

The research team prepared a report (available from PPP) for the UK Community Fund that addressed a series of questions: 

· How can performance-based projects define and/or defend human rights within the juvenile justice system? 
The report demonstrated ways in which young people in conflict with the law were able to use performance to define human rights in relation to the specifics of their experiences inside and outside the juvenile justice system. It also showed the multiple ways in which mixed art forms were used as a public means of defence of human rights. 

· What effective interventions can cultural strategies make in situations of extreme abuse?

The report detailed the limitations to these cultural strategies as well as indicating where they were effective, providing a range of indications for measuring the impact of the programme. 

· What are the most effective ways of evaluating and monitoring change achieving through cultural programmes with young people in conflict with the law?

The report demonstrated that the crisis in the juvenile justice system meant that systematic evaluation of any aspect was difficult and restricted the methodologies established by the programme. However, the report indicated a range of quantitative and qualitative data that was gathered to evaluate and monitor change.

One of the most direct and visible advances in understanding that has resulted from the research has been the creation of the programme, Favela to the world.  Working with AfroReggae, the key partner from the final phase of the research project in Brazil, PPP is now bringing the strategies of working with young people at risk to the UK. Particular focus has been on Pupil Referral Units, young people not in formal education or training [NEAT] and schools where young people are identified as being at risk of involvement of conflict with the law. UK partners on the programme include Learning Trust, Barbican Centre, Contact Theatre, Asian Dub Foundation, Westfield Trust, QMUL, LCACE, etc.  This has resulted in workshops, trainings, public debates/seminars, performances and publications. The programme began in 2006 and will continue through to 2012. Further details can be found at <http://www.favelatotheworld.org/> 

Based on the expertise and expertise acquired on the original research programme in Brazil and on the on-going work in the UK, Professor Heritage was invited by the Foreign Office to raise the profile of UK expertise in the field of the rights of young people in conflict with the law.  He gave a presentation about the Changing the Scene project at Child’s Rights seminar held at the British Embassy in Brasilia in March 2007, also contributing to a programme of visits organised by the FCO to Juvenile Detention Centres. Invited to attend a series of meetings with Brazilian government members, Professor Heritage made what were later described by the British Embassy as important additions to their Child Rights strategy for Brazil. 

Synopsis of research for public dissemination

Changing the Scene was a research project to investigate the means of protecting and promoting the human rights of young people in conflict with the law in the State of Rio de Janeiro through drama-based techniques and strategies.  The pilot project involved over 2000 young people and the staff who work with them within the juvenile detention system. In the final year of the project, a strong emphasis was placed on working with those young people most of risk of entering the system or getting into conflict with the law. The research has contributed to the creation of a new programme in the UK based on the strategies developed in Brazil. Favela to the World [2006-2012] is a partnership run by People’s Palace Projects – an applied theatre research centre at QMUL –, which engages young people in debates, workshops and performances about issues of risk and security. 

Timeline showing breakdown of Research Imperatives 

Changing the Scene (2002 – 2005)
Compiled by Rebecca Louise Collins from PPP Archive

	
	2002
	2003
	2004
	2005

	To investigate and discover the use and impact of varied theatrical methodologies in order to define/defend, protect/promote human rights within the juvenile justice system in the state of Rio de Janeiro, Brazil.
	
	
	
	

	To develop the work with a range of different artists and art forms (including sculpture, digital arts, installations, live art) in order to examine the effectiveness of cultural strategies as a means of intervening in situations of extreme abuse.
	
	
	
	

	To investigate how effective performance methodologies and cultural strategies are for adolescents leaving the detention centres as a means to re-integrate into their communities. 
	
	
	
	

	To discover how to work with young people at high risk of offending and entering the juvenile justice system.
	
	
	
	

	To increase the awareness and understanding of society’s role in protecting the rights of young people in the State of Rio de Janeiro.
	
	
	
	

	To investigate the most effective ways of evaluating and monitoring change achieved through cultural programmes with young people in conflict with the law.
	
	
	
	


Collaborators:

There were hundreds of people involved in this project across the years. Here we have been able to include the names of some of the principal partners and some of the artists and staff of PPP. We apologise for omissions. Please contact us so that we can include your name in future editions.
Brazil Office: 
Magno Belmonte de Barros

Alexandra Britto

Ramon de Castro 

Rose Dalney

Fernanda Danton

Jerusa Degliesposte
Ulysses Lima

Marco Bruno Manzolillo

Motorista Richard

Osmar Araujo

Regina Silva

London Office Staff: 
Yassmin Foster

Paul Heritage

Sarah Hussain

Catrin John

Joanna Jones 
João Andre da Rocha

Rose Sharpe
UK Artists:

Sylvan Baker

Raj Bhari

Caoihme Mcavinchey

Peggy Shaw

James Thompson

Lois Weaver

Suzy Wilson

Partner Organisations:

Arts and Humanities Research Council

British Council 

Centro do Teatro do Oprimido- Rio

Department of Prisons (Brazilian Ministry of Justice) DEPEN

Foundation for Education and Work in the São Paulo Prison System

National Lottery Charities Board

QMUL

Workshop facilitators included:

Alexandra, Ana, Ana Maria, Ana Paula, Claudio, Ellen, Evandro, Fernanda Oliva, Graça, Helen, Helena, Jeferson, Johayne, Luci, Marcia, Marisa, Mayra, Paulinha, Paulo, Renato, Richard, Rita, Roberta, Rogeria, Ronaldo, Rosaly, Rose, Rosemary, Sandra, Sergio, Sirleia…
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� There is a DVD available from PPP showing examples of some of the art from Changing the Scene, including extracts from interviews with young people and their families.


� There is further discussion of his murder in Paul Heritage’s article ‘Parallel Power: Shakespeare, Gunfire and Silence’ in Contemporary Theatre Review, Vol.15 (4), 2005, 392-405.





� See João Trajano and SENTO-SÉ, eds.  Perfil dos jovens em conflito com a lei no Rio de Janeiro, (Rio de Janeiro: CESeC/UCAM and LAV/UERJ, 2003) and Silvia RAMOS, ed. Retratos: DEGASE (Rio de Janeiro: CESeC/UCAM, 2003) both available from PPP or CESeC <� HYPERLINK "http://www.ucamcesec.com.br/" ��http://www.ucamcesec.com.br/�> [accessed 26 November 2007].








 


� Tim Etchells, Certain Fragments  (London: Routledge, 1999) p17.


� Etchells, p. 18.


�  Maria M. Delgado and Paul Heritage Eds. In Contact with the Gods? Directors Talk Theatre, (Manchester: Manchester University Press, 1996).


� Cited by Cicely Berry, Associate Director of the Royal Shakespeare Company in working with Nós do Morro, a theatre company based in the favela of Vidigal [1996]. Berry has often used the quotation in her work, but commented during her workshops in the favela that she had never previously seen such vital relevance to their significance. 


� Etchells, p.49.





� There are five adult prisons in the complex: Bangu I-V.


� One of the leaders of Comando Vermelho, one Rio de Janeiro’s two main drug gangs.


� From the Terceiro Comando.


� Aluminium foil containers common in all prisons and many work places.


� The two gangs are divided territorially with certain favelas being ‘occupied’ by the commando vermelho and others by the terceiro commando.


� The original time frame had to be altered due to circumstances which were communicated to the British Academy.


� The directorate of the Juvenile Justice System was increasingly disturbed by the issues raised by the young people, and a confrontational/aggressive attitude from the staff changed the nature of the programme. This was further complicated by the uncertainties surrounding the circumstances of the murder of one of the research team. The programme was re-focused in response to a complex set of factors. 


� State body responsible for running the Juvenile Detention Centres.


� SESC, is a charitable organization which is financed by a tax levied on all commercial businesses. Its focus is on providing local cultural centres that provide free access to an impressive range of educational, health, leisure and social services. In 2006 over 4.9 million people benefited from their actions nationally.


� Described in the original proposal as ‘staged dialogues’. 





