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Chapter 17

Teatre Lliure, En Proceés:
Theatre Meets Politics

Veronica Orazi
Universita degli Studi di Torino, Italy

ABSTRACT

En Procés is a project resulting from the collaboration between Lluis Pasqual and Joan Yago. They
invited 11 Catalan playwrights to compose as many short plays on the facts relating to the referendum
of October the 1st 2017, based on three principles: 10-minute duration, no set design, and involvement
of up to three actors. The project reaffirms the social role of theatre and renews the model of the Teatro
de urgencia, capable of recording history and immediate reality. It, however, transcends the context in
which it was conceived and is projected into a global dimension, because it reflects universal social,
humanitarian, and political principles. The chapter studies the techniques and strategies with which
each author has interpreted and recreated the episodes that inspired him/her, emphasizing the close link
between politics, society, theatre, and identity.

INTRODUCTION

Recently, the relationship between literature and politics and the role of literature in the world have again
been questioned (Gonzalez Blanco, 2019a). From this perspective, the concept of parrhesia (i.e. the frank
expression of what is considered true) transcends the concept of isegoria (the right to speak in the public
assemblies of democracy of ancient Greece), and acquire fundamental importance. Despite the fact that
both terms have often been used indiscriminately (and erroneously) as synonyms, parrhesia is based on
frankness and not on the persuasion of speech. It represents the instrument with which individuals seek
the truth; a truth composed of fragments of the discourse of the subjects who integrate the community and
which is reconstructed through the dialogue between all those who form that same community. Hence,
parrhesia has in itself a revolutionary potential and even turns out to be dangerous, when it expresses an
opinion opposite to that of others and becomes the tool to enunciate a truth in the name of a revolution
that is intended to propitiate and achieve within the community (Foucault, 2011, p. 43).
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In the literary field, the relationship between parrhesia and dissidence proposes a vision of the poli-
tics of literature as linguistic excess, closely related to the combination of politics and truth (Gonzélez
Blanco, 2019c, p. 53). Indeed, since democracy is the space for dissent, this dissent is also manifested
in literature, due to the inevitable link between political and literary practices. From these reflections
it emerges that literature is exposed to its politicity from innovative perspectives, ranging from the
sharing of political meanings to the relationship with biopolitics, the rereading of utopias, new narra-
tive grammars and its potential for dissidence. That is why we are facing the political turning point of
literary studies, which sketches the literature as a discursive mode of discrepancy, in contrast to other
consensus-oriented modes. Thus, political action identifies situations and their actors, it associates
events and deduces from this constraint possibilities and impossibilities using fictions. However, the way
in which the fiction activates literary emancipation is not achieved through action or plot but through
the description of images; so, literature becomes a laboratory to experiment with forms of description
and expression of experience, which builds a time of equality for the community at any given moment,
because literature appropriates and re-expresses the disruptive experience that allow people to live a
life of responsive equality. For this reason, the fiction of writing makes it possible to rethink a new time
-within everyone’s reach-, the indefinite time of events (Gonzalez Blanco, 2019b, pp. 1-2, 4). All this
is realized through the strength of some words and topical moments and events lived in common on the
streets of any city by an anonymous population. That is how a certain literature manifests itself as an
agent of change: in such circumstances, the parrhesia is not represented by a single complete or absolute
image but is composed from the individual and partial visions of all the members of a community. In
fact, in building the truth, everyone participates (as in classical Greece, where those who do not have a
voice in the assembly acquire the right to speak in the tragedy, as is the case, for example, with the choir
of slaves). Thus, some metaphors of contemporary art present and represent the concept of ‘multitude’
as a political subject, opposing the ‘amorphous mass’ to the ‘organized demos’. These innovative meta-
phors (spring, tide, tsunami, etc.) go beyond the previous ways of representing a community politically.
Literature and politics, therefore, are united by the expression of dissent, by the inexistence of a given
situation, whether it is previous or final, and unconditional (Gonzalez Blanco, 2019b, pp. 5-8; Gonzélez
Blanco, 2019c; Higuera 2019).

As far as theatre is concerned, it should be stressed that, like politics, it is a public act, and, like
politics, it is represented by one or more subjects that address an audience. The collective staging and
fruition of the theatre condition its reception, which is also a collective act, i.e. the multiplication of in-
dividual reception by the number of spectators. All this, outlines theatrical representation and reception
as public acts in which the individuals involved end up forming a community, consisting of the sum of
the individual experiences thus shared.

It has also been pointed out that the politicity of theatre lies in its capacity for ‘transformation’, in
its very performativity: this is why it can become the test bed for new forms of social coexistence or
the space in which they manifest themselves. Hence, post-dramatic aesthetics would operate on the
category of spectator suspension, not on the model of conciliation. So, the performance would suspend
the hermeneutics of absolute sense, of truth defined as the possibility of interpretation and definitive
decoding of the scenic sign, deactivating the feasibility of semiotic synthesis. This is how post-dramatic
representation, transcending the mimetic-interpretative concept of drama, allows the ‘real’ to happen
(Gonzélez Blanco, 2019b, pp. 10-12; Fischer-Lichte 2019; Lépez Silva 2019).
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An excellent example of all this is offered by En procés, the project resulting from the collaboration
between Lluis Pasqual and Joan Yago (Orazi, 2018d). The two artists invited eleven Catalan playwrights
to compose as many short plays on the facts relating to the Catalan independence referendum of October
the 1% 2017 (1-O 2017 Referendum), based on three principles: ten-minute duration, no set design and
involvement of up to three actors. The project reaffirms the social role of theatre and renews the model
of the teatro de urgencia, capable of recording history and immediate reality. It, however, transcends the
context in which it was conceived and is projected into a global dimension, because it reflects universal
social, humanitarian and political principles. The aim of the article is to study the dramaturgical tech-
niques and strategies with which each author has interpreted and recreated in a very personal way the
episodes that inspired him/her, emphasizing the close link between politics, society, theatre and identity.

EN PROCES 1 AND 2 (2018)

En Procés, born from the reflection on the recent development of the process of Catalan independence,
the Procés precisely, demonstrates the universality of some themes and mechanisms of meaning and
representation, because it deals with the principles that were referred to above, which also existed and
exist in other areas of the planet and at different times in history.

With regard to the two project creators, Joan Yago (Barcelona, 1987) is a playwright, director, theat-
rical adapter, and TV series screenwriter while Lluis Pasqual (Reus, 1951) is a playwright and director,
he was also the co-founder (1976) and co-director of the Teatre Lliure, director of the Centro Dramatico
Nacional (Madrid), Théatre de I’Odéon (Paris) and Biennale Teatro (Venezia).

At the time of the 1-O 2017 Referendum, Pasqual was the director of the Teatre Lliure and on that
occasion he stressed that the political reality of Catalonia pushed us to speak, in the street and in the
squares, but also in the theatre, reaffirming the social role of dramaturgy and renewing the model of the
teatro de urgencia, capable of evoking history and photographing society in real time. From this perspec-
tive, En Procés offers a political and civic reflection in a dramaturgical and choral key: Pasqual asked
the authors to avoid Manichean positions and said that he intended to invite a group of playwrights from
Madrid to give voice to different positions on the Catalan issue and on the Procés. Yago and Pasqual
were assisted by Iban Beltran, director and coordinator of the two sessions of Febrary the 12" and the 19™
2018. The authors involved were: Guillem Clua, Victoria Szpunberg, Esteve Soler, Marta Galdn, Marc
Artigau, Llatzer Garcia, Cristina Clemente, Claudia Ced6, Helena Tornero, Lali Alvarez e Sergi Belbel.

Hence, En Procés, which Lluis Pasqual and Joan Yago began to develop in December 2017, is the
result of a reflection on the urge to express themselves, to take a stand, and led to the creation of some
micro plays pervaded with bitter poetry but also with humor. In it, the eleven playwrights are confronted
with the political situation in Catalonia in recent years, the Catalan independence Process and the 1-O
2017 Referendum. The result is as many short plays, presented as dramatized readings in February 2018:
five of them on February the 12, with a view to mirades diverses per a una societat complexa (different
glances for a complex society) and six a week later, on February the 19", according to the perspective
mirades diverses per una societat plural (different glances for a plural society). These eleven micro plays
involve the audience and transports them into the micro events evoked, activating the empathy between
author-actor-spectator, allowing the latter to live moments full of tension and really experienced, in the
first person or as an indirect witness.
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Some micro plays, in particular, show with special relevance the role and mechanisms of individual
experience and representation that merge and give rise to a collective vision, according to the strategies
studied in this contribution. The essential formal limits that each playwright had to comply -10-minute
duration, no set design and involvement of up to 3 actors- offer a subjective perspective, which reflects
the peculiar technic by which the experience of the individual ends up constituting the tile of a rich
and articulated mosaic, as well as complex. The result of the dramatized readings presented in the two
sessions was the evocation and constitution of a composite framework, which outlines the profile of an
organized demos, in contrast to the amorphous mass.

En Procés 1

Among the micro plays presented in En Procés 1, on February 12, some particularly significant pro-
posals stand out: Victoria Szpunberg (Buenos Aires, 1973), playwright, director and theatrical adaptor,
presented Vis-a-vis [Face to Face], inspired by a letter her daughter received from Jordi Cuixart, president
of Omnium Cultural, from October the 16" 2017 in prison for preventive detention pending trial with the
charge of an alleged crime of sedition. In October 2019, the Spanish Supreme Court sentenced him to
nine years’ imprisonment, confirming the charge of sedition. The sentence, which involved other prisoners
on trial (namely, Dolors Bassa, Carme Forcadell, Joaquim Forn, Oriol Junqueras, Raiil Romeva, Josep
Rull, Jordi Sanchez and Jordi Turull), also provoked reactions at international level (ONU, Amnesty
International, as well as intellectuals like Noam Chomsky, etc.). In 2018 Cuixart published an article
entitled Un pais de lluites compartides [ A country of shared battles] in the volume Referendum 2017: La
Clau que obre el pany (Edicions El Jonc) [The key that opens the lock]. The text by Szpunberg, written
in collaboration with Txell Bonet -journalist and wife of Cuixart-, was interpreted by Bonet herself. It
offers Bonet’s personal vision about her visits to her partner in prison, evoked by the title (Vis-d-vis).
The play is a docufiction of Bonet’s own life since her husband was imprisoned. The protagonist, played
by Txell Bonet, is an actress who presents herself in a casting of the film on the Procés, to play Jordi
Cuixart’s wife, that is, herself. From the dimension of the fictional character, the real Bonet explains
details of the script she has been given, and describes the harshness of the visits to her husband: 40
minutes against more than two hours of travel, a very small room, a blanket given to her by a kind of-
ficial, a lullaby -with the voice of Jordi Cuixart- to calm her child: all very specific details that describe
the suffering of the family. This technique generates a suggestive reverse meta-theatricality, in which
Cuixart’s real wife plays the role of the aspiring performer of a film that dramatizes the true life of the
characters. In this way, the playwright produces a mirrors game that allows us to understand the lability
of the boundary between reality and fiction. The result is a shocking narrative of past and current events.

Marta Galan (Barcelona, 1973) is a playwright and a director and her theatre is an instrument for
community cultural development and/or artistic education. From this perspective, since 2015 she has
been collaborating with the MACBA in educational programs based on action art, performance and
dissident theatricalities. Her dramaturgical production is provocative and rupturist: Traicié, the micro
play she presented, offers a good example of it. It is a proposal that combines the performative and the
narrative dimensions, in which the protagonist appears on stage and begins a speech, while the image
of a white horse falling from a bridge during the Russian revolution is projected onto the backdrop (a
shot by Sergei Eisenstein). This image alternates with others remembered by the protagonist, all of them
about war and repression, together with famous quotes that relate the violence of the 1-O 2017 Referen-
dum with other violent historical events, such as the IWW or the Russian revolution itself, combined
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with the struggle to impose virility, according to Galan’s feminist perspective. This daring performance
ends with the protagonist vomiting a vehement speech in Catalan when she votes at the polling station
on the day of the referendum.

Marc Artigau (Barcelona, 1984), playwright and director, believes that there is currently a lack of
distance to clearly analyze the facts related to the referendum on independence, because the emotional
component is still too strong in personal and collective reactions. For this reason, La peixera [The Aquar-
ium], a farce in which the protagonist breaks the fourth wall and addresses the audience, focuses on the
topic using humor to process anger. In it, the playwright proposes an action in which the protagonist -a
primary school teacher- interacts with an empty aquarium and addresses the students’ parents (spectators
attending the dramatized reading), who are in one of the schools where the referendum took place and
in which the Spanish police and the Guardia Civil raided to seize the ballot boxes and prevent the vote.
In his speech, he tells how the pupils reacted after the events of October 1%. So, the micro play evokes
the police charges in the school and analyzes the events a few days after they have occurred, when in a
classroom of his institute the teacher tries to explain the situation by answering questions from pupils
about the dramatic and violent incidents occurred the day of the vote. All this is presented in the form of
a free creative exercise to help pupils express the shocking emotions they have experienced. However, at
a certain moment the action and the protagonist take a disturbing turn, which the playwright performs in
a truly effective way: the teacher first praises the students for their interest and then punishes them for
the same reason, changing his attitude and beginning to act as a policeman and repressor.

Contra la patria by Esteve Soler (Terrasa, 1967), playwright and filmmaker, proposes once again the
author’s formula which consists of an alta comedia expressing opposition and dissent, as in its previous
two trilogies: the Trilogia de la Indignacién (2007), which includes Contra el progreso (2008), Contra
el amor (2009) and Contra la democracia (2010); and the Trilogia de la Revolucion (2017), consisting
of Contra la libertad (2019), Contra la igualdad and Contra la fraternidad. The micro play Contra
la patria is a sympathetic critique of identity exaggeration that could be defined as a surrealist micro
comedy based on an anecdote in which two neighbours dispute over who is more patriotic on the basis
of banal details such as the size of the flag hanging from their balcony, the ease of speech or the way of
walking. The work distills bad temper and a critique of the extremists, according to the author’s style.
Through this absurd situation, Soler offers a stark satire that may convince both factions.

Guillem Clua (Barcelona, 1973) is a versatile author of political plays, epic dramas, musicals, dance-
theatre performances, adaptations of classics and comedies, and a television scriptwriter. In Constitucio
he presents the reading of passages from the Spanish Constitution of 1978 and the draft Constitution
drawn up by a group of lawyers led by Santiago Vidal in 2017. At first, the playwright confronts the
two texts in a dialectical way; then, progressively, the dialogue disappears, the two interpreters raise
their voices trying to prevail and silence each other and end up mixing and confusing the two texts. In
this way, symbolically and concretely, they give way to impossibility or incapacity to develop such a
dialectic, which becomes a dialogue between two interlocutors who do not want to listen, or are unable
to do it, and end up erasing each other, irreparably separated by a wall of incommunicability.

En Procés 2
In the second block of dramatized readings, En Procés 2, presented on February the 19®, Sergi Belbel

(Terrassa, 1963), playwright, director and translator, artistic director of the Teatre Nacional de Catalunya
(2006-2013), presented La solitude de [’u. In it, a policeman lifts the baton to hit an older woman on the
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door of a school on the day of the 1-O 2017 Referendum. In this way, he dramatizes what happens in the
second before he hits her, giving voice to both characters, to show what unites them and what separates
them as individuals. The policeman alludes to Frankenstein Junior to start expressing his feelings (“It
could be worse, it could rain”, he says, describing the dramatic situation in which he has to act), while
the woman refers to Star Wars and Darth Vater to evoke the atmosphere of tension, fear and violence
she is experiencing. The aim is to reflect the inexplicable hatred that has been instilled in the policeman,
who -no matter how much the woman remembers to him his mother and no matter how many doubts
this act provokes to him- at the end will hit her, in the name of a democracy that does not exist. In this
way, Belbel constructs an action that suspends time and takes place in a psychological dimension, in the
amplified and crystallized instant of a gesture full of political and civil significance.

Lali Alvarez (Barcelona, 1980), author of a theatre with a strong political content, in which she
reflects on power and its strategies for suppressing dissidence in 21* century Europe, with Ella [She]
gives voice to women, convinced that “amb menys testostero les coses haurien anat millior” [with less
testosterone, things would have gone better]. Her play focuses on the social context of current Catalan
politics and some really problematic cross-cutting issues -at the origin of the present political situation
in Catalonia-, rather than on the 1-O 2017 Referendum and the awareness of popular power after such
event. In this play, she elaborates the theme of the drama of evictions and the right to a sufficient stan-
dard of living and housing, as established by art. 25 paragraph 1 of the Universal Declaration of Human
Rights. According to the playwright’s view, such issues should be cross-cutting, regardless of political
affiliation and subjective positioning with respect to the Catalan question. In the play, an older woman
asks for help by addressing the audience: she appears on stage with a chair, a backpack and several bags,
which indicate that she is about to be evicted. In this way, the playwright builds a parallel between the
process of evictions and the Catalan political process, based on significant features such as solidarity,
the idea that the Catalans build everything together, thanks to their capacity and the spirit of negotiation
and the organization of the population.

Cristina Clemente (Barcelona, 1977), a playwright as well as a film and television scriptwriter, in
Supremacistes is concerned about the mechanisms that have radicalized the situation regarding the Procés
to the point of paroxysm. In the micro play, a close dialogue is taken advantage of again, this time between
two primary school teachers obsessed by the Procés, who give voice to the unionist and independentist
perspectives. Clemente forces the situation and transforms the two characters into victim and executioner
of what they themselves denounce. Through this micro play, we are presented with a review of unionist
hatreds, in an intense and effective dialogue, which expresses the difficulty of empathizing on such a
visceral subject, pointing out that the most difficult thing is not to become a pamphleteer.

Llatzer Garcia (Girona, 1981) is a playwright, theatrical director and adaptor; his Només una veu
begins with the projection onto the backdrop of a quote by Bertolt Brecht’s poem El canvi de roda
[Changing the Wheel] (Sec al talds de la carretera. / El xofer canvia la roda. / No estic bé al lloc d’on
vinc. / No estic bé al lloc on vaig. / Per qué miro el canvi de roda / Amb impacieéncia?) [I sit at the edge
of the road; the driver changes the wheel; I'm not happy with where I come from; I’m not happy with
where I go; why do I 'look at the wheel change with impatience?]. In the play, he tries to dramatize the
doubts that the current political positioning (unionists or independentists?) arouses in people. However,
he does it with a monologue, since his character does not believe in dialogue but in the defense of one-
self. Concretely, the protagonist reflects on whether putting a flag on the balcony makes you belong to
a side. Starting with this even trivial anecdotal element, the playwright questions democracy, freedom
and love for the homeland.
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Claudia Ced¢ (Banyoles, 1973), author of an inclusive theatre, for the last ten years has been direct-
ing a social inclusion program through stage practice. In Capita Mandrake she offers a pungent story
inhabited by comic characters and opts for satire to keep the public away from everyday life and Catalonia.
So, she makes us travel to an invented country, Branceslavia, where one of its regions wants to become
independent. In this imaginary place, a president in crisis appears clinging to his wheelchair, assisted by
an advisor who updates him on the decisions he must make, i.e. cover up corruption with a curtain of
smoke and hate towards that part of the country, orienting public opinion through media manipulation.

Helena Tornero (Figueres, 1973) in You say you want a revolution, offers a reflection on revolution
based on the song Revolution by The Beatles. In the play she presents a wealthy woman, an old-fashioned
revolutionary and an immigrant who give voice to different typologies of people participating in pro-
independence demonstrations. In this way, the author goes back to 1967 to explain what a revolution is
and how it is experienced by people who normally never revolutionize (the wealthy woman), those who
on the contrary always manifest themselves for any injustice (the revolutionary woman) and those who
experience it in their daily life (the Syrian immigrant) and are willing to give their lives for it.

Some General Considerations

From the analysis of the individual plays, some especially interesting aspects emerge, both at the level
of thematic treatment and of dramatic construction. The dramatized readings solicit the public in several
ways, starting from the awareness of the general crisis situation that has led to the current circumstances,
but also through the criticism of the mechanisms of action and opposition between unionists and indepen-
dentists. This is how issues such as the right to demonstrate peacefully and its criminalization appear; or
the empathy and emotional reaction to the events, both by those who experienced them themselves and
by those who witnessed them; manipulation of the media and information, aimed at arousing dislike for
those who want Catalonia to be independent; the inability or lack of willingness to engage in dialogue,
which at times falls into anecdotal and apparently silly discussion about laughable details -exasperated
to the point of paroxysm- and result in incommunicability; finally, denouncing the physical violence
perpetrated by the police against peaceful voters in the 1-O 2017 Referendum, and more. Sometimes,
these themes are presented by one or more characters who break the fourth wall and address directly to
the audience, involving them more effectively and thus enhancing the empathy aroused by the represen-
tation and the topics addressed in the works analyzed.

THE STAGING OF POLITICS IN EN PROCES

It is clear, therefore, that the role of the audience is a key element in the analysis of En Procés. Indeed,
post-dramatic theatre institutes a new spectator and in it the perception of the scenic action is not based
on the logical rationality of a viewer who decodes a plot but on intuition, emotion, and on the fragmentary
nature of an open, diffused and liquid meaning. This also implies a political consequence, which starts
from the same total reformulation of the theatre within society, whose objective is the revitalization of
the community as an active body (Lépez Silva, 2019, pp. 214-215).

Recently Jacques Ranciere said that there is a need for a theatre where the audience learn instead of
being seduced, where they become active participants and abandon their role as passive observers. Actually,
he sees the community as a way of occupying a space and a time, as a body in action, as a set of percep-
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tions, gestures and attitudes that precede and pre-establish both laws and political institutions, opposed
to the simple apparatus of laws. From this perspective, the reform of the theatre means re-establishing
its nature as a community assembly or ceremony; because theatre is an assembly in which the people
become aware of their situation and discuss their interests -as Brecht and Piscator say-; it is a purifying
ritual in which the community takes possession of its energies -according to Artaud-. So, if theatre makes
audience passive, it betrays its essence of community action (Ranciere, 2010, pp. 11, 13-14). In fact, the
concept and model of distinction identify a new practice of theatrical reception, which has consequences
both in terms of the relationship between society and theatre and of the political implications of stage
art (Bourdieu, 1998). We are therefore talking about a spectator who is free to interpret, because of the
fact that he is involved in a show that requires him to do so. Hence, he is a subject whose experience as
a person and as a citizen will serve to self-organize the experience itself and the process of reception.
From this point of view, it can be stated that there is an intelligence of creation and an intelligence of
reception, which come together in this type of artistic expression that breaks with mimesis which has
determined the relationship -and thus the distance- between theatre and the audience from the Renaissance
to post-dramatic theatre. In this sense, this form of dramaturgy activates a process of democratization,
which can express peculiar modes of dissent, as a way of political subjectivization. Consequently, the
activation of a spectator who is free to interpret the meaning of the work responds to the need to give
visibility to the subjects of civil action, who thus acquire the sense of active community. The spectator,
then, is defined as a subject whose democratic action derives from dissent, which originates from his
own individual capacity for free interpretation and consequently freedom of social judgment. Thus, the
political component of theatre is not to be understood as a reproduction of politics, but as its interrup-
tion, precisely from the point of view of dissent (Lopez Silva, 2019, pp. 218-219), as it was said above.

Moreover, according to Hans-Thies Lehmann, the progressive shift of the theatre towards the mar-
ginal space of minorities has led to an estrangement from its original political sense. This has made it an
instrument for the mimetic strengthening of identities, a mechanism for community cohesion, aimed at
supporting the definition of the State through the concept of ‘national theatre’. It then became a sort of
ritual of confirmation for already convinced individuals, something very far from the concept of space
for deep reflection for the community, with a strong emancipatory, democratizing and revolutionary
character (Lehmann, 2002, p. 274). On the contrary, the political dimension of theatre consists in the
ability to make the spectator assume a political role, truly libertarian and democratic, in the form of
awareness (and dissent), stance and even action.

With regard to the question of ‘national theatre’, post-dramatic theatre, therefore, reformulates the
concept of identity, so that the spectator himself can redefine his own concept of community. This per-
spective is bound to the same socio-political processes that question the structures of interpretation of
the world, such as the concept of State-Nation: so, drama becomes a product of the modern State-Nation
that creates its own cultural institutions to establish a cultural order aimed at maintaining a cohesion of
identity based in part on strongly symbolic elements, such as the common language, but also traditions,
history, etc. So, the model of the ‘national theatre’ appears as a vector of national symbols, able to define
cohesion, identity, sense of belonging and -conversely- of otherness, common ideology and policies of
self-organization. For these reasons, the theatre of modern states has built a discourse capable of creat-
ing ‘national images’ (L6pez Silva, 2015; Lopez Silva, 2019, pp. 221-222).

The case of Catalan theatre, however, is very different and subverts these assumptions: historical fac-
tors that date back several centuries see this area confronting -to use an euphemism- precisely with two
State-Nations consolidated in modern times (the Spanish and French, e.g. with the Thirty Years War). The
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Catalan area, therefore, has been subject to heavy socio-political and artistic-cultural censorship (with the
Decretos de Nueva Planta of the early 18" century, the dictatorships of Miguel Primo de Rivera first and
then of Francisco Franco) and, as a result, has struggled to find a democratic space for civil and political
coexistence since the early eighties of the last century, that is to say, in very recent times. Hence, in this
context, we cannot speak of ‘national theatre’, as we could do for the national Spanish theatre or for the
French one. Nor are we faced with what have been called ‘second or third generation nations’, because
the Catalan nation is -as is well known- a stateless nation, always struggling to safeguard itself. In fact,
the existence of an institution called Teatre Nacional de Catalunya reflects an operation of cultural and
identity recovery and not the desire to establish a cultural institution that supports the Political Nation.
Rather, in this context, a very interesting phenomenon has been produced, which appears in some way
as the convergence of globalizing drives, characteristic of modern societies, and a strong adherence to
the local elements perceived as typical of the Catalan identity. These two drives contaminate each other
profitably: what is perceived as a component of a precise identity -one’s own- strengthens awareness
of the importance of the same elements in other cultures, promotes their understanding, mutual respect
and safeguarding. Thus, the identity elements of the Other are recognized, respected and safeguarded in
a global sense, precisely because there is an awareness of the importance of one’s own. This is a very
current mechanism, the result of globalization, which in this area the community has been able to merge,
with great civic sense, with its own and local aspects, characteristic of the Catalan identity. As regards
cultural and, in particular, theatrical production, this phenomenon is confirmed by the success of con-
temporary Catalan dramaturgy, both in terms of audience and critical reception, and of performances
and translations into other languages, at national and international level. An interesting example of this
is Jordi Casanovas’ Trilogia sobre la identitat catalana, which includes Una historia catalana (2011),
Patria (2012) and Vilafranca. Undinar de Festa Major (2015) (Orazi, 2018a; Orazi, 2018b; Orazi, 2018c).

These experiences end up hybridizing the two components, the post-dramatic (global) and the ‘na-
tional’ (identitary) and projecting the local elements into a universal dimension, declining the identity
also through the widening of the perspective that involves a very expanded reality, without borders or
particularisms. The profile of the community that emerges from these productions becomes supra-national,
precisely because it combines the particular with the general, on the basis of equally universal inclusive
principles. In this way, the aspects that constitute the identity referents of the community under study
expand to embrace a broad and all-encompassing vision, which includes otherness instead of excluding
it. Hence, the new theatre frees itself from the concrete national discourse and creates a post-national
or trans-national discourse, in which the codes and signifiers are reinterpreted politically but in a less
ideological sense, to be framed instead in a perspective of libertarian dissent.

CONCLUSION

This daring collective proposal has offered more or less profound reflections: the ethics and terror of
those assaulted on 1-O 2017 Referendum, the drama of the families of the prisoners, the absurdity of
the confrontation that has become violent, the mirrors game of magniloquent words and the criticism
of power and politics, and much more. All this has resulted in a common, collective vision, made up
of the diverse perspectives and individual experiences of the anonymous protagonists of historical and
social reality; that is to say, all the people of Catalonia, regardless of their subjective position, which in
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one way or another has inevitably been affected by the events on which these eleven playwrights have
been inspired.

En Procés involves the audience and transports them into the analyzed micro events, activating em-
pathy between author-actor-spectator, allowing the latter to descend into moments full of tension and
really experienced, in the first person or as an indirect witness. It demonstrates that theatre can record
and recreate on stage socio-political and historical contemporaneity, despite the proximity of the real
events it deals with, almost without a solution of continuity between (socio-political) real life and (socio-
political) fiction. Because, in the end, both are two fundamental components of our world and time. A
very contemporary and impressive parrhesia.
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KEY TERMS AND DEFINITIONS

Audience Involvement: The process of actively involving the Audience in the communication act,
in order to increase their engagement with the message. Its aim is to inspire awareness (and dissent),
stance and even action.

Catalan Independence Movement: Social and political movement, which seeks the independence
of Catalonia from Spain. The modern independence movement started in 2010.

National Theatre: The virtual representation of a unified nation, intended as a means of integration,
to maintain national identity and legitimacy. Staging the Nation, reflecting in the theatre the constitution
and consolidation of a national identity.

Parrhesia: Term borrowed from the Greek, meaning literally “to speak everything” and by extension
“to speak freely”, “to speak boldly”. It implies freedom of speech but also the obligation to speak the
truth for the common good, even at personal risk.

Political Theatricality: The sense of relations between rulers and ruled, originally (re)interpreted
and re-expressed by theatre and performance. An ethos of theatricality which implies Politics, Society,
Identity and Performative Arts.

Postdramatic Theatre: Performative aesthetic which no longer focuses on the dramatic text as the
medium which leads theatre. Essentially it is a devised, non-literary, theatre/performance that is made
collaboratively.

Teatro de Urgencia: During the Spanish Civil War, a short, didactic theatre, with a simple plot
and clear conclusions. Its fundamental objective was to support the struggle for democratic Republican
legitimacy and encourage the spirit of anti-fascist resistance.
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