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$FWV�RI�:LWQHVVLQJ��6LWH�6SHFL¿F�3HUIRUPDQFH�DQG�7UDQVLWLRQDO�
-XVWLFH�LQ�3RVWGLFWDWRUVKLS�%UD]LO1

5HEHFFD�-��$WHQFLR

Since emerging from dictatorship in 1985, Brazil has faced the di-
lemma of virtually all societies undergoing re-democratization: how to redress 
human rights crimes committed under the previous regime and prevent their 
recurrence. The Brazilian state has adopted some transitional justice mea-
VXUHV��¿QDQFLDO�UHSDUDWLRQV��PRQXPHQWV�DQG�RWKHU�PHPRULDO�SURMHFWV��DQG�
LV�LQ�WKH�PLGVW�RI�XQGHUWDNLQJ�RWKHUV��D�QDWLRQDO�WUXWK�FRPPLVVLRQ��2 Over 
WKH�SDVW�WZHQW\�¿YH�\HDUV��DUWLVWLF�DQG�FXOWXUDO�ZRUNV�HQJDJLQJ�ZLWK�%UD]LO¶V�
authoritarian past and transitional justice process have proliferated. They 
FDQ�EH�IRXQG�LQ�OLWHUDU\�¿FWLRQ��PHPRLUV��SOD\V��PXVLF��¿OPV��telenovelas, 
art installations, and performance protests, to name a few. This burgeoning 
corpus is the product of the democratic transition, but it also acts upon and 
brings about change within that very political environment. 

The present article examines a prime example of this complex phe-
nomenon: a theatrical work entitled Lembrar é resistir that was written and 
performed for the express purpose of marking the recovery of a notorious site 
of repression in the historic center of São Paulo.3 It argues that the power of 
WKH�ZRUN�FDPH�IURP�WKH�VSHFL¿F�ZD\V�LQ�ZKLFK�WKH�HPERGLHG�DFWLRQV�RI�WKH�
SHUIRUPHUV�DQG�VSHFWDWRUV�PHGLDWHG�WKH�ODWWHU¶V�HQFRXQWHU�ZLWK�WKH�PDWHULDOLW\�
of the prison cells and transformed the spectators into witnesses. The site in 
question was the building that had served as headquarters for the state politi-
cal police, known by its acronym DOPS (Departamento de Ordem Política 
H�6RFLDO��4 Behind its imposing façade, DOPS agents executed with brutal 
HI¿FLHQF\� WKHLU�PDQGDWH�RI�PRQLWRULQJ� WKH�SRSXODWLRQ�DQG�UHSUHVVLQJ�DQ\�
person or group deemed subversive. A clandestine detention center consisting 
RI�VHYHUDO�SULVRQ�FHOOV�RFFXSLHG�SDUW�RI�WKH�JURXQG�ÀRRU��LQWHUURJDWLRQ�DQG�
torture were carried out on an upper level.
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In 1998, Belisário dos Santos Jr., then Secretary of Justice of the state 
of São Paulo, donated the building for use as a cultural center. Prompted by the 
approaching twentieth anniversary of the controversial Amnesty Law (which 
was the successful culmination of mass mobilizations united around slogans 
demanding “broad, general, and unconditional amnesty” for the politically 
persecuted, but which also amounted to a self-amnesty for military and po-
OLFH�SHUSHWUDWRUV���D�VPDOO�JURXS�RI�VWDWH�JRYHUQPHQW�RI¿FLDOV�DQG�VXUYLYRUV�
with established reputations in theatre obtained authorization to interrupt 
scheduled renovations of the building in order to stage a performance that 
would tell the story of the DOPS and the people imprisoned there. The play 
opened on 9 September 1999.
 Lembrar was staged at a time when the military dictatorship was 
still mostly absent from public debate in Brazil. Although the families of the 
UHJLPH¶V�IDWDO�YLFWLPV�DQG�WKHLU�VXSSRUWHUV�KDYH�FDOOHG�IRU�WUXWK�DQG�MXVWLFH�
for over three decades, the Brazilian State long ignored these demands. Un-
like Argentina and Chile, which implemented relatively bold transitional 
MXVWLFH�LQLWLDWLYHV��LQFOXGLQJ�WUXWK�FRPPLVVLRQV��LPPHGLDWHO\�XSRQ�UHWXUQLQJ�
to civilian rule, Brazil waited a full decade after the military left power to 
LPSOHPHQW�LWV�¿UVW�WLPLG�VWHS��D�UHSDUDWLRQV�SURJUDP��DQG�RQO\�LQ�����²WKDW�
is, several years after Lembrar FORVHG²EHJDQ�WR�PRYH�IURP�ZKDW�KLVWRULDQ�
Nina Schneider describes as a “politics of silence” to embrace a deliberate 
³SROLWLFV�RI�PHPRU\´��³%UHDNLQJ´�������0RUHRYHU��XQWLO�UHFHQWO\�WKHUH�KDV�
EHHQ�OLWWOH�SXEOLF�SUHVVXUH�RQ�WKH�6WDWH�WR�UHFNRQ�ZLWK�WKH�DXWKRULWDULDQ�SDVW��
rather, Brazilian society remains largely indifferent to demands for truth and 
MXVWLFH�������

The success of Lembrar illustrates the important role that culture has 
SOD\HG�LQ�%UD]LO¶V�WUDQVLWLRQDO�MXVWLFH�SURFHVV��,Q�D�FRQWH[W�LQ�ZKLFK�QHLWKHU�WKH�
State nor the public has taken the lead in constructing collective memory of a 
GLI¿FXOW�SDVW��WKH�WDVN�KDV�IDOOHQ�WR�DUWLVWV��ZULWHUV��DQG�RWKHU�FXOWXUDO�SURGXF-
HUV�ZKR�LQWHUFHGH�LQ�%UD]LO¶V�PHPRU\�SROLWLFV�RXW�RI�³KLVWRULFDO�QHFHVVLW\´�
�*LQ]EXUJ�������,Q�WKH�%UD]LOLDQ�FDVH��WKHQ��FXOWXUH�LV�FOHDUO\�D�SULYLOHJHG�
arena in which alternative memories can circulate and be discussed. Under 
the right conditions, such works can even stimulate new transitional justice 
projects, which is precisely what occurred in the case of Lembrar.

6WDJLQJ�5XLQV
 Ruins are an important symbol of Latin America at the turn of the 
millennium. By simultaneously evoking past, present, and future, they serve 
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as a “material embodiment of change” that constitutes “a fertile locale for 
FRPSHWLQJ����VWRULHV�DERXW�KLVWRULFDO�HYHQWV´��/D]]DUD�DQG�8QUXK�����7KLV�LV�
particularly true for countries in the region that are emerging from periods 
of authoritarian rule, as Idelber Avelar explains: “Images of ruins are crucial 
for postdictatorial memory work for they offer anchors through which a 
FRQQHFWLRQ�ZLWK�WKH�SDVW�FDQ�EH�UHHVWDEOLVKHG´������0DWHULDO�UXLQV�VWHHSHG�LQ�
trauma, such as the old DOPS building, have enormous potential to catalyze 
struggles for memory and justice in transitional societies. “The physical site, 
the material object, matters,” writes sociologist and memory scholar Eliza-
beth Jelin, but only “insofar as it [can come to represent] an embodiment 
RI�D�JLYHQ�PHDQLQJ�DQG�FHUWDLQ�KLVWRULFDO�PHVVDJH´��³3XEOLF´�������$�VLWH¶V�
catalyzing potential is latent, in other words, until some person or group 
�³PHPRU\�HQWUHSUHQHXUV�´�LQ�-HOLQ¶V�SDUODQFH�5 calls attention to and interprets 
what happened there. The very buildings that once housed clandestine deten-
tion centers certainly constitute hard evidence that torture and other crimes 
occurred. This evidence is powerful and could conceivably even be used in 
FULPLQDO�SURVHFXWLRQV��%UHWW��HW��DO�������ZKLFK�LV�SUHFLVHO\�ZK\�KXPDQ�ULJKWV�
groups struggle so persistently to wrest these sites from military or police 
control (and why the military or police occupants oppose such efforts with 
HTXDO�WHQDFLW\��6 Yet, in spite of whatever material proof they may provide, 
VXFK�WHUULWRULDO�PDUNHUV�VKRXOG�QRW�EH�FRQIXVHG�ZLWK�PHPRU\�LWVHOI��UDWKHU��
they are merely “vehicles and material supports for the subjective labors of 
PHPRU\´��-HOLQ��³3XEOLF´�������

DOPS agents in São Paulo had tried to obliterate the evidence of their 
SUHVHQFH��DQG�LOOHJDO�DFWLYLWLHV��LQ�WKH�EXLOGLQJ�EHIRUH�YDFDWLQJ�LW�LQ�������
WKH�\HDU�WKH�IRUFH�ZDV�RI¿FLDOO\�GLVEDQGHG��7KH\�WRRN�VSHFLDO�FDUH�WR�UHPRYH�
PRVW�RI�WKH�SROLWLFDO�GHWDLQHHV¶�JUDI¿WL�IURP�WKH�SULVRQ�ZDOOV��EXW�OHIW�WKH�FHOOV�
themselves mostly intact.7 The surviving structure of the cells was physical 
evidence, to be sure, proving without a shadow of a doubt that DOPS agents 
KDG�RQFH�LPSULVRQHG�SHRSOH�LQ�WKH�EXLOGLQJ²VRPHWKLQJ�WKDW�DXWKRULWLHV�KDG�
vehemently denied. Nonetheless, it provided hardly any clue as to who had 
been detained there or why, much less how those detainees might have suffered 
and resisted. This is where Lembrar came in. The creators and performers 
took advantage of what little material proof remained and used it to evoke 
WKH�EXLOGLQJ¶V�FODQGHVWLQH�SDVW��2U��WR�SXW�LW�DQRWKHU�ZD\��Lembrar exploited 
WKHDWUH¶V�XQLTXH�FDSDFLW\�WR�PDNH�YLVLEOH�WKH�LQYLVLEOH�
 What exactly was Lembrar? The creators called it a play, but as one 
reviewer observed, the work was somehow “ao mesmo tempo mais e menos 
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TXH�WHDWUR´��³7HUURU´�����7KH�GUDPDWLF�WH[W�FHUWDLQO\�GLG�QRW�¿W�D�WUDGLWLRQDO��$U-
LVWRWHOLDQ�GH¿QLWLRQ�RI�GUDPD��)RU�RQH�WKLQJ��WKHUH�ZDV�QR�SURWDJRQLVW��H[FHSW�
the building itself. Of course, such deviation from classical convention often 
makes for great theatre,8 but Lembrar is not a masterpiece of dramaturgy, nor 
was it intended to be. Given only a week to produce a rough draft, dramatists 
Analy Álvarez and Izaías Almada borrowed liberally from existing plays about 
the dictatorship, cobbling together a series of eight loosely connected scenes, 
one for each room or cell the audience would visit during the performance. 
While there are some very powerful parts, overall the dramatic text comes 
across as choppy, the language stilted, the characters one-dimensional.

/HDGLQJ�WKH�DXGLHQFH�RQ�D�WRXU�RI�WKH�EXLOGLQJ¶V�JURXQG�ÀRRU��Lembrar 
dramatizes the history of the DOPS, with an emphasis on the courage and 
resistance of the people imprisoned there and in similar detention centers at 
the height of the repression between 1968 and 1975. The characters include 
three DOPS agents: the head detective (based on the notorious torturer Sérgio 
3DUDQKRV�)OHXU\��DQG�KLV�WZR�XQGHUOLQJV�$QGRULQKD�DQG�0mR�GH�9DFD��7KH�
remaining eleven characters are prisoners. A few are based on real people, 
VXFK�DV�7KLDJR��GH�0HOOR��WKH�SRHW���WKH�3ULHVW��)UHL�7LWR�$OHQFDU�GH�/LPD���
DQG�+LOGD��ZLIH�RI�PXUGHUHG�UHYROXWLRQDU\�9LUJtOLR�*RPHV�GD�6LOYD���$FWUHVV�
1LOGD�0DULD��ZKR�KDG�EHHQ�LQFDUFHUDWHG�LQ�WKH�'236��SOD\V�KHUVHOI��2WKHU�
FKDUDFWHUV�DUH�DUFKHW\SHV��WKH�6LQJHU��WKH�0RWKHU��WKH�7RUWXUH�9LFWLP�

The playwrights attribute the dramatic impact of Lembrar to the 
DOPS building.9 But more than that, the play owes its power to the various 
ZD\V� LQ�ZKLFK� OLYH� SHUIRUPDQFH�PHGLDWHG� WKH� DXGLHQFH¶V� HQFRXQWHU�ZLWK�
the site and turned each spectator into a witness. Lembrar was indeed “ao 
mesmo tempo mais e menos que teatro.” It was part play, part guided tour, 
part testimony, and part government-sponsored transitional justice initiative.

7KH�6LWH�RI�5HSUHVVLRQ�DV�$UFKLYH
 The relationship between the physical space of the DOPS and Lem-
brar�UHFDOOV�'LDQD�7D\ORU¶V�IRUPXODWLRQ�RI�WKH�DUFKLYH�DQG�WKH�UHSHUWRLUH�DV�
separate but often complementary systems of knowledge transmission. The 
archive encompasses material evidence such as documents, photographs, and 
bones, whereas the repertoire refers to the sort of embodied acts we associ-
ate with dance, ritual, and other kinds of live performance (Archive���������
In this case, assigning the old DOPS building to the realm of the archive 
VHHPV�SDUWLFXODUO\�DSSURSULDWH�IRU�DW�OHDVW�WKUHH�UHDVRQV��)LUVW��WKH�VLWH�KDV�
intrinsic value as material evidence, as previously mentioned. Second, the 
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entire purpose of the political police before and during the military dictator-
ship was to conduct surveillance and then to generate and analyze an actual 
archive of intelligence reports. Over several decades, DOPS agents carefully 
amassed, recorded, and stored millions of pieces of information about any 
person or group that might be a potential “enemy” of the state (which turned 
RXW�EH�D�UDWKHU�HODVWLF�FDWHJRU\�����7KH�YHU\�UHDVRQ�IRU�WKH�EXLOGLQJ¶V�H[LVWHQFH�
EHWZHHQ������DQG������ZDV�WR�VHUYH�DV�D�EDVH�IRU�JDWKHULQJ�WKLV�LQIRUPDWLRQ�
and as a warehouse for storing it. As such, the building was, quite literally, 
an archive. Third, materials subsequently discovered in this real-life DOPS 
archive (which had been removed from the building and eventually, after the 
Regulatory Law of Habeas Data of 1997, relocated to the State Archive of 
6mR�3DXOR��ZHUH�LQFRUSRUDWHG�LQWR�Lembrar.
 Spectators experienced the powerful interaction of the archive and 
UHSHUWRLUH�IURP�WKH�PRPHQW�WKH\�DUULYHG��ZKHQ�HDFK�UHFHLYHG�D�PRGL¿HG�UH-
SURGXFWLRQ�RI�WKH�DFWXDO�¿QJHUSULQW�FDUG��¿FKD��WKDW��GXULQJ�WKH�GLFWDWRUVKLS��
ZDV�LQFOXGHG�LQ�WKH�¿OH�RI�HYHU\�LQFRPLQJ�SROLWLFDO�SULVRQHU��7KH�IURQW�RI�WKH�
card consisted of a form for the recording of basic identifying information 
(name, address, marital status, profession, complexion, hair and eye color, 
KHLJKW��DQG�VR�RQ���WKH�EDFN�FRQWDLQHG�WZR�URZV�RI�¿YH�EODQN�VSDFHV�IRU�¿Q-
gerprints. The cards represented the real-life archive amassed by the political 
police, a cache of hard evidence that revealed just as much, if not more, about 
WKH�%UD]LOLDQ�VWDWH¶V�PRQLWRULQJ�RI�WKH�SRSXODWLRQ�RYHU�VHYHUDO�GHFDGHV�DV�LW�
did about the objects of that surveillance. Every entering spectator had his 
or her right thumb inked and pressed onto a card, thus participating in the 
HPERGLHG�DFW�RI�KDYLQJ�RQH¶V�¿QJHUSULQWV�WDNHQ�DQG�H[SHULHQFLQJ�¿UVWKDQG�
WKH� WUDQVIRUPDWLRQ�RI�RQH¶V�RZQ�ERG\�LQWR�DQ�DUFKLYH²RQH�WKDW�FRXOG�EH�
mined, often through interrogation and torture, for truth.
 The playbill also alludes to the DOPS archive through the arrange-
ment of old black and white photos of the cast and crew members in the 
form of a “Wanted” poster under the heading “BANDIDOS TERRORISTAS 
PROCURADOS PELOS ÓRGÃOS DE SEGURANÇA NACIONAL.” The 
poster urges viewers encountering any of the people pictured to seek out the 
QHDUHVW�SROLFH�RI¿FHU�RU�FDOO�RQH�RI�WKH�SKRQH�QXPEHUV�SURYLGHG��LQ�UHDOLW\�
these numbers were informational hotlines for Lembrar���7KH�SKRWR�RI�,]DtDV�
$OPDGD�ZDV�DQ�DFWXDO�PXJ�VKRW�UHFRYHUHG�IURP�KLV�'236�¿OH�
� )LQDOO\�� WKH�GUDPDWLVWV�RI�Lembrar borrowed from yet another ar-
chive: literary works produced during the dictatorship, including the poetry 
RI�7KLDJR�GH�0HOOR�DQG�WKH�FRUSXV�RI�SXEOLVKHG�SOD\V�FRPSULVLQJ�%UD]LO¶V�
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UHVLVWDQFH�WKHDWUH�RI�WKH�����V�DQG���V��7KH\�WRRN�SDVVDJHV�IURP�WKUHH�VXFK�
SOD\V��/DXUR�&pVDU�0XQL]¶V�Sinal de Vida �WKH�SURWDJRQLVW�RI�ZKLFK��0DU-
celo Estrada, is a character in Lembrar���&KLFR�GH�$VVLV¶V�Missa Leiga, and 
*LDQIUDQFHVFR�*XDUQLHUL¶V�Ponto de partida (about the murder of journalist 
9ODGPLU�+HU]RJ11�LQ�D�GLIIHUHQW�6mR�3DXOR�SROLWLFDO�SULVRQ���%\�LQFRUSRUDWLQJ�
these plays into Lembrar, Álvarez and Almada rendered homage to theatre 
practitioners who together represented a major front of resistance during the 
military dictatorship. 
 Above all, Lembrar�ZDV�DERXW� WKH�HPERGLHG�DFW²FDUULHG�RXW�E\�
SHUIRUPHUV�DQG�VSHFWDWRUV�DOLNH²RI�HQWHULQJ��H[SORULQJ��DQG�UHFODLPLQJ�WKH�
material ruins of the DOPS, a space long forbidden to the public. In the words 
of Belisário dos Santos, Jr., who made the decision to donate the site for use 
as a cultural center (and, along with dramatist Analy Álvarez, had the idea 
for Lembrar��

[A] peça precisava ter essa história das pessoas irem ocupando pro-
gressivamente as celas. Então, era uma coisa um pouco mágica, de 
você, ora como preso, ora como testemunha invisível, você ter que 
µUHRFXSDU¶�>R�SUpGLR@��$�UHRFXSDomR�WLQKD�TXH�VHU�IHLWD�GH�XPD�IRUPD�
extremamente simbólica também, e portanto a peça de teatro era 
importante para que as pessoas sentissem como atores do processo. 
�TWG��LQ�$OPHLGD�����

Lembrar�PHGLDWHG�VSHFWDWRUV¶�HQFRXQWHU�ZLWK�WKH�'236��WUDQVIRUPLQJ�WKHP�
LQWR�ZLWQHVVHV��QRW�RQO\�EHODWHG�ZLWQHVVHV�RI�WKH�EXLOGLQJ¶V�JULP�KLVWRU\��EXW�
HVSHFLDOO\²DV�WKH�TXRWH�DERYH�VXJJHVWV²LQWR�UHDO�WLPH�ZLWQHVV�SDUWLFLSDQWV�
in the reclaiming of this notorious site of repression.12

Acts of Witnessing 
$V�7D\ORU�H[SODLQV��SHUIRUPDQFH�VKDUHV�FHUWDLQ�DI¿QLWLHV�ZLWK� WKH�

DFW�RI�EHDULQJ�ZLWQHVV��PDNLQJ�LW�DQ�LGHDO�PRGDOLW\�IRU�SURYRNLQJ�UHÀHFWLRQ�
on the traumatic experiences that took place inside the DOPS building. Wit-
nessing, like live performance, “is a live process, a doing, an event that takes 
place in real time” (Archive�������3HUIRUPDQFH�LV�WKHUHIRUH�XQLTXHO\�VXLWHG�
for transforming ordinary people into witnesses. This quality is all the more 
SURQRXQFHG�LQ�VLWH�VSHFL¿F�ZRUNV��ZKLFK��DV�/DXULH�%HWK�&ODUN�SRLQWV�RXW��
³DOORZ�WKH�SODFH�WR�µVSHDN¶�LWV�RZQ�PHPRU\�RI�DWURFLW\�WKDW�KDSSHQHG�ZLWKLQ�
LWV�ZDOOV�DQG�FRQYH\�WKH�IHHOLQJ�WR�YLVLWRUV´�������&ODUN�GHVFULEHV�KRZ�SHU-
IRUPDQFH�FDQ�FRQYHUW�VSHFWDWRUV�LQWR�EHODWHG�ZLWQHVVHV�RI�WKH�VLWH¶V�³PHPRU\�
of atrocity,” a conversion that is clearly evident in the case of Lembrar. Yet 
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the play staged in the DOPS transformed spectators not only into belated 
witnesses of the acts of brutality and courage that took place in the building 
during the dictatorship years, but also into real-time witness-participants who 
took part in a ritual of reoccupation designed to re-signify the premises as a 
symbol of remembering (lembrar��DQG�UHVLVWLQJ��resistir��

Before the dramatic action even begins, spectators are tacitly asked 
WR�SOD\�WKH�UROH�RI�SROLWLFDO�SULVRQHUV�WKURXJK�WKH�GLVWULEXWLRQ�DQG�¿OOLQJ�RXW�
of the arrest cards. The closing of the street door and the emergence of the 
WZR�PDLQ�SHUSHWUDWRU� FKDUDFWHUV��$QGRULQKD�DQG�0mR�GH�9DFD�� VLJQDO� WKH�
EHJLQQLQJ�RI�WKH�SOD\�SURSHU��7KH�¿UVW�OLQHV��VSRNHQ�E\�WKH�IRUPHU��UHLQIRUFH�
WKH�DXGLHQFH¶V�UROH�LQ�WKLV�¿UVW�VFHQH��

(Encarando a todos, diz com voz autoritária) Atenção que eu quero 
muita ordem e paz no meu plantão (aponta para a porta de entrada)
[.] Depois de ultrapassada aquela porta, não há aqui nenhum ino-
FHQWH����VmR�WRGRV�FXOSDGRV�DWp�SURYD�HP�FRQWUiULR����>�@�9DPRV�¿FDU�
todos em silêncio e com as mãos pra trás... todos! Sem exeção[.] 
(Dirigindo-se a alguém do público) o senhor aí, mãos para trás... 
�ÈOYDUH]�DQG�$OPDGD���

As he speaks, Andorinha paces back and forth in front of the spectators, 
leaning in to sneer menacingly at some of them before picking up the pile 
RI�¿QJHUSULQW�FDUGV�O\LQJ�RQ�D�QHDUE\�WDEOH��+H�WKXPEV�WKURXJK�WKH�FDUGV��
calling out names of spectators at random. Unbeknownst to the audience 
members, a “spectator” in their midst is actually an actor in street clothes. 
When Andorinha calls out “com surpresa e satisfação´�WKH�QDPH�RI�0DUFHOR�
Estradas, this spectator-turned-character “levanta a mão timidamente´�����

$QGRULQKD�DQG�0mR�GH�9DFD�LPPHGLDWHO\�ODXQFK�LQWR�D�EDUUDJH�RI�
TXHVWLRQV�DERXW�0DUFHOR¶V�LQYROYHPHQW�LQ�WKH�RSSRVLWLRQ�DQG�WKH�LGHQWLW\�RI�
his associates. Although they barely touch the prisoner, the scene is the most 
violent of the entire play. As Severino João Albuquerque contends, when it 
comes to conveying violence in the theatre, indirect suggestion (for example, 
WKURXJK�YHUEDO�RU�RWKHU�FXHV��FDQ�EH�PXFK�PRUH�GUDPDWLF�DQG�SRZHUIXO�WKDQ�
VWDJLQJ�SK\VLFDO�DFWV�RI�DJJUHVVLRQ�������7KLV�ZDV�DOO�WKH�PRUH�WUXH�LQ�Lem-
brar��ZKHUH�WKH�VKHHU�SUR[LPLW\�EHWZHHQ�SHUIRUPHUV�DQG�VSHFWDWRUV²RIWHQ�
RQO\�D�IHZ�IHHW²SUHFOXGHG�VWDJLQJ�DFWV�RI�SK\VLFDO�DJJUHVVLRQ��$V�WKH�WZR�
LQWHUURJDWRUV�KDUDQJXH�0DUFHOR��WKH\�VORZO\�FORVH�LQ�RQ�KLP�DQG�VKRXW�ZLWK�
increasing fury. At the precise moment when the two agents seem on the brink 
of physically assaulting the prisoner, all three men suddenly freeze at the 
VRXQG�RI�D�ZRPDQ¶V�VFUHDP�RII�VWDJH��ÈOYDUH]�DQG�$OPDGD����DFFRPSDQLHG�



12� /$7,1�$0(5,&$1�7+($75(�5(9,(:

E\�WKH�ÀLFNHULQJ�RI�WKH�OLJKWV��VLJQDOLQJ�WKH�XVH�RI�DQ�HOHFWULF�VKRFN�PDFKLQH���
After a pause, the dramatic tension continues to build as the interrogators 
shift tactics and begin threatening their quarry: 

ANDORINHA. Acho bom o senhor ir começando a se lembrar, 
porque a turma lá de cima é barra pesada, não amacia pra ninguém...
0$5&(/2���Leva a mão à boca��$FKR�TXH�YRX�YRPLWDU�������

Soon after, Andorinha grabs the prisoner and shoves him through the door 
OHDGLQJ�WR�WKH�SULVRQ�ZLQJ��$V�WKH�WHUUL¿HG�0DUFHOR�LV�OHG�DZD\��KH�ORRNV�
back beseechingly at the audience. Andorinha orders everyone to remain 
silent, effectively preventing any unscripted interventions by the spectators. 

What are the implications of positioning spectators in this way, as 
political prisoners? Does this anti-Brechtian tactic collapse the distance nec-
HVVDU\�IRU�WKH�DXGLHQFH�WR�HQJDJH�LQ�FULWLFDO�UHÀHFWLRQ"�'RHV�Lembrar cross 
D�OLQH�E\�HQFRXUDJLQJ�D�IDFLOH�RU�LQDSSURSULDWH�LGHQWL¿FDWLRQ�ZLWK�UHDO�OLIH�
SULVRQHUV"�:KLOH�ULVN\��WKH�VWUDWHJ\�VHHPV�MXVWL¿HG�LQ�WKLV�FDVH��$IWHU�DOO��WKH�
performance derives its power from the experiential element. The point is 
to succumb to the temptation of imagining oneself as a political prisoner. 

)XUWKHUPRUH��E\�SRVLWLRQLQJ� VSHFWDWRUV� DV�GHWDLQHHV� DW� WKH�RXWVHW��
Lembrar�LQGXOJHV�WKLV�LQFOLQDWLRQ�WRZDUG�LGHQWL¿FDWLRQ��EXW�DOVR�PDQDJHV�LW��
$V�WKH�¿UVW�VFHQH�GUDZV�WR�DQ�HQG��DXGLHQFH�PHPEHUV�¿OH�LQWR�WKH�QH[W�URRP�
�DQ�HOHYDWRU�OREE\��DQG�DUH�TXLFNO\�UHSRVLWLRQHG�DV�ZLWQHVVHV�RI�WKH�EXLOGLQJ¶V�
SDUWLDOO\�LPDJLQHG�KLVWRU\��0mR�GH�9DFD�LPPHGLDWHO\�DVVXPHV�WKH�SHUVRQD�
of a tour guide, treating the audience as curious visitors and referring to the 
political prisoners as them��³HOHV´��UDWKHU�WKDQ�DV�you all��³YRFrV´���7KH�DEUXSW�
change in his demeanor and the distinction he makes between the audience 
DQG�WKH�SROLWLFDO�SULVRQHUV�FRPPXQLFDWH�WKH�FKDQJH�LQ�WKH�VSHFWDWRUV¶�VWDWXV��
the audience members are no longer to play the role of detainees, but rather 
from this point forward they will be expected to assume the role of witnesses. 

,Q�WKH�VHFRQG�VFHQH��0mR�GH�9DFD�HVFRUWV�WKH�DXGLHQFH�LQWR�D�VPDOO�
RI¿FH�VSDUVHO\�IXUQLVKHG�ZLWK�D�GHVN��D�VLQJOH�FKDLU��DQG�D�EDWWHUHG�¿OLQJ�FDEL-
QHW�DERYH�ZKLFK�KDQJV�D�SRUWUDLW�RI�3UHVLGHQW�(PtOLR�*DUUDVWD]X�0pGLFL�13 It 
soon becomes evident that the group has entered the inner sanctum of Sérgio 
3DUDQKRV�)OHXU\��RQH�RI�%UD]LO¶V�PRVW�QRWRULRXV�SROLFH�WRUWXUHUV�14 Delegado 
)OHXU\�VLWV�EHKLQG�WKH�GHVN�WLQNHULQJ�ZLWK�D�VPDOO�KDQG�KHOG�UDGLR�DQG�EHJLQV�
WDONLQJ�ZLWK�$QGRULQKD�DQG�0mR�GH�9DFD�DV�LI�WKH�DXGLHQFH�ZHUH�LQYLVLEOH��
LPSRVLQJ�WKH�IRXUWK�ZDOO�DQG�WKXV�UHLQIRUFLQJ�WKH�DXGLHQFH¶V�QHZ�SRVLWLRQ�DV�
EHODWHG�ZLWQHVVHV�RI�WKH�EXLOGLQJ¶V�KLVWRU\��$W�RQH�SRLQW�LQ�WKH�FRQYHUVDWLRQ��
$QGRULQKD�UHLQIRUFHV�WKH�LPSUHVVLRQ�E\�ORRNLQJ�VWUDLJKW�DW��RU�WKURXJK��WKH�



SPRING 2013 13

assembled spectators and remarking with a shudder, “Gozado, às vezes tenho 
D�LPSUHVVmR�GH�TXH�D�JHQWH�HVWi�VHQGR�REVHUYDGR´��ÈOYDUH]�DQG�$OPDGD�����
This line highlights not only the unexpected proximity of actor and audience, 
but also the fact that the scene enacted, in which perpetrators openly discuss 
WRUWXUH�DQG� WKH� V\VWHP�E\�ZKLFK�KLJK�UDQNLQJ�PLOLWDU\�RI¿FLDOV� UHZDUGHG�
torturers, is precisely one without any witnesses in real life. 

Of the three DOPS agents, Andorinha in particular is a caricature of 
the sadistic torturer. Everything about him suggests a thug rather than an of-
¿FHU�RI�WKH�ODZ��IURP�WKH�WKLFN�JROG�FKDLQV�YLVLEOH�XQGHU�KLV�KDOI�XQEXWWRQHG�
shirt to his navy skullcap. He chews on a toothpick throughout the perfor-
mance, accentuating his coarseness and distorting his features into a perma-
nent sneer. Andorinha repeatedly and conspicuously scratches his genitals, 
ZLSHV�KLV�QRVH��DQG�HYHQ�VSLWV�RQ�WKH�ÀRRU��(YHU\�JHVWXUH��HYHU\�OLQH�RI�WKLV�
character is calculated to repulse the audience. As the three agents prepare 
WR�LQWHUURJDWH�0DUFHOR�(VWUDGDV��$QGRULQKD�IDQWDVL]HV�RXW�ORXG�DERXW�UDSLQJ�
one of the young female prisoners, illustrating his intentions with a lewd 
JHVWXUH��+H�DVNV�)OHXU\�IRU�SHUPLVVLRQ�WR�LQFUHDVH�WKH�YROWDJH�RQ�WKH�HOHFWULF�
shock machine, imitating the involuntary muscular spasms of electric shock 
victims and laughing with his colleagues.

This living portrait of the monstrous torturer notwithstanding, Lem-
brar disabuses spectators of the notion that human rights abuses were carried 
RXW�E\�D�IHZ�URJXH�DJHQWV�ZLWK�D�VDGLVWLF�VWUHDN��UDWKHU��LW�HPSKDVL]HV�WKDW�
torture was a widespread, systematic practice engineered by the very military 
leaders who disavowed any knowledge of it. A recording of Lembrar made 
E\�79�&XOWXUD�VKRZV�)OHXU\�DQG�0mR�GH�9DFD�VWDQGLQJ�GLUHFWO\�XQGHUQHDWK�
WKH�SRUWUDLW�RI�0pGLFL�ZKLOH�WKH\�VSHFXODWH�RQ�WKHLU�SURVSHFWV�RI�ZLQQLQJ�D�
cash bonus for arresting and torturing as many suspects as possible. The po-
VLWLRQLQJ�RI�WKH�WZR�PHQ�EHQHDWK�0pGLFL¶V�VPLOLQJ�LPDJH�YLVXDOO\�FRQQHFWV�
WKH�PLOLWDU\�JRYHUQPHQW� �DQG� WKH�SUHVLGHQW� LQ� SDUWLFXODU��ZLWK� WKH�'236�
DJHQWV�DQG�WKHLU�KXPDQ�ULJKWV�FULPHV��LQ�D�VLOHQW��EXW�QR�OHVV�HORTXHQW�IRU�WKDW��
denunciation of the military perpetrators. By contrast, representations of the 
dictatorship in mass culture have historically tended to downplay the role of 
WKH�PLOLWDU\��ERWK�DV�DQ�LQVWLWXWLRQ�DQG�LQ�WHUPV�RI�LWV�SHUVRQQHO��LQ�KXPDQ�
ULJKWV�FULPHV��,Q�VXFK�SRUWUD\DOV��PLOLWDU\�RI¿FHUV�DUH�HLWKHU�FRQVSLFXRXVO\�
DEVHQW�RU�GHSLFWHG�DV�EHQHYROHQW�SDWHUQDO�¿JXUHV�15

2QFH�0mR�GH�9DFD�HVFRUWV�WKH�DXGLHQFH�RXW�RI�WKH�'HOHJDGR¶V�RI¿FH�
and into the corridor where the prison cells are located, he resumes his role 
as tour guide, eliminating the fourth wall once again. This time Lembrar re-
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LQIRUFHV�WKH�DXGLHQFH¶V�UROH�DV�ZLWQHVV�WKURXJK�WKH�XVH�RI�SHUIRUPDWLYHV��%\�
UHSHDWHGO\�DQQRXQFLQJ�WKDW�VSHFWDWRUV�DUH�ZLWQHVVHV��DV�RSSRVHG�WR�SULVRQHUV���
the performers make it so. “Os senhores são testemunhas. Estão me levando 
para ser torturada,” one woman calls to the audience as she is dragged away 
�ÈOYDUH]�DQG�$OPDGD������(YHQ�WKH�'236�DJHQW�0mR�GH�9DFD�UHPLQGV�WKH�
DXGLHQFH�PHPEHUV�RI� WKHLU�SURSHU� UROH��³9RFrV�VHUmR� WHVWHPXQKDV�GH�TXH�
HVWmR�WRGRV�VHQGR�PXLWR�EHP�WUDWDGRV���´������$JDLQ��E\�GUDZLQJ�D�OLQH�EH-
WZHHQ�WKH�VSHFWDWRU��³YRFrV´��DQG�WKH�DFWRUV�LQ�WKH�FHOOV��³WRGRV�DTXL´���WKH�
guard emphasizes that the spectators are not to revert to their initial subject 
position of imagining themselves as political prisoners at a critical juncture 
ZKHQ�WKH�DXGLHQFH�LV�HQWHULQJ�WKH�¿UVW�SULVRQ�FHOO��0RUHRYHU��0mR�GH�9DFD¶V�
SHUIRUPDWLYH²ZKLFK�LV�ODGHQ�ZLWK�LURQ\�VLQFH�ZKDW�WKH�DXGLHQFH�ZLWQHVVHV�
LV�DFWXDOO\�WKH�PLVWUHDWPHQW�RI�WKH�GHWDLQHHV²DOOXGHV�WR�WKH�PDQ\�ZD\V�LQ�
ZKLFK�%UD]LO¶V�PLOLWDU\�JRYHUQPHQWV�WULHG�WR�FRQWURO�ZKDW�SHRSOH�VDZ��IRU�
example by censoring the media and by attempting to divert attention with pa-
triotic spectacles (its ambitious public works projects,16�WKH������:RUOG�&XS���
Lembrar thus continues the tradition of Latin American oppositional theatre 
RI�WKH�����V²ZKDW�7D\ORU�FDOOV�D�³WKHDWUH�RI�FULVLV´²LQ�ZKLFK�SOD\ZULJKWV�
“alert their audiences to the danger of political theatricality” (Theatre����

As the DOPS agent leads the audience down the hallway, spectators 
SDVV�LQ�IURQW�RI�WKH�WKUHH�FHOOV�DQG�FDWFK�WKHLU�¿UVW�JOLPSVH�RI�WKH�SROLWLFDO�
prisoners, some of whose haggard faces press against small barred windows 
set into the heavy cell doors. Up until this point, the audience has had no 
FRQWDFW�ZLWK�WKH�SROLWLFDO�SULVRQHU�FKDUDFWHUV��H[FHSW�0DUFHOR�(VWUDGDV��$V�
of scene three, spectators spend the remainder of the performance locked up 
ZLWK�0DUFHOR�DQG�WKH�RWKHU�GHWDLQHHV��6FHQHV�WKUHH�WKURXJK�VL[�FRQVLVW�RI�
IRXU�DXWRQRPRXV�YLJQHWWHV�WKDW�XQIROG�LQ�WKH�IRXU�FHOOV�WKDW�OLQH�WKH�FRUULGRU��
WKH\�GUDPDWL]H�WKH�ORQHOLQHVV�RI�VROLWDU\�FRQ¿QHPHQW��WKH�SOLJKW�RI�ZRPHQ�
prisoners, the psychological impact of torture, and the resilience and courage 
of torture victims, respectively.

In these scenes the play shifts some creative agency to the spectator, 
albeit in subtle ways. In scene three, the audience members enter a cell where 
they encounter Thiago, who recites a fragment of a poem by poet Thiago 
GH�0HOOR��³)D]�HVFXUR�PDV�HX�FDQWR�´�ZKLOH�DGGLQJ�KLV�RZQ�LQVFULSWLRQ�WR�
the wall: 

Pausa. Ele olha as paredes. Elas estão cheias de inscrições. Ele olha 
ao redor e encontra um pedaço de carvão ou pedra esquecido por 
alguém. Toma-o e escreve a palavra Amor. ...
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É preciso que Amor seja a primeira
palavra a ser gravada nesta cela,
para servir-me agora e companheira
VHMD�DPDQKm�GH�TXHP�SUHFLVH�GHOD���ÈOYDUH]�DQG�$OPDGD������

After pronouncing these lines, Thiago silently turns to offer the writing 
implement to members of the audience so that they might record their own 
messages. This invitation, which was spontaneously initiated by actor Walter 
%UHGD�LQ�RQH�RI�WKH�¿UVW�SHUIRUPDQFHV�DQG�VXEVHTXHQWO\�EHFDPH�ULWXDOL]HG��
creates an opening for spectators to take part in the process of symbolically 
reclaiming the DOPS as real-time witness-participants. Witnessing becomes 
“a live process, a doing” (Taylor, Archive������DV�DXGLHQFH�PHPEHUV�LQVFULEH�
their own new meanings on the very surface where real-life prisoners recorded 
WKH�GLFWDWRUVKLS¶V�FULPHV�WKLUW\�\HDUV�HDUOLHU��

,Q�WKH�¿QDO�WZR�VFHQHV��VHYHQ�DQG�HLJKW���VHYHUDO�NH\�FKDUDFWHUV�DG-
dress the audience, usually directly, reminding each spectator that witnessing 
is not just about watching and listening, it is about acting upon what is seen 
and heard. As an active process, bearing belated witness to the suffering of 
others brings with it the real-time responsibility of taking action so that the 
mistakes of the past are not repeated. Scene seven commences in the recreio, 
where the prisoners gather after overhearing Andorinha report the news that 
an armed militant organization has abducted a foreign ambassador and is 
GHPDQGLQJ� WKH� UHOHDVH�RI����SROLWLFDO�SULVRQHUV� DV� UDQVRP��7KH�FKDUDFWHU�
LGHQWL¿HG�VLPSO\�DV�0RWKHU�LPPHGLDWHO\�VLWV�GRZQ�DQG�EHJLQV�WR�FRPSRVH�
a letter out loud to her son: 

0DV�R�PXQGR�QmR�Ki�GH�¿FDU�DVVLP�SDUD�VHPSUH�H�YRFr�WHP�TXH�HVWDU�
preparado para o Brasil que há de vir. É preciso que vocês dêem conta 
do recado daqui pra frente. (Deixa de escrever e fala com olhar ab-
sorto)�>�@�9RFrV�WHP�>sic] a tarefa de construir um Brasil digno, meu 
¿OKR��VHP�LQMXVWLoD�VRFLDO��QHP�YLROrQFLD��)RL�SUD�LVVR�TXH�OXWDPRV��
$�PDQFKD�GHVWH�HSLVyGLR�Vy�VH�DSDJDUi�GH¿QLWLYDPHQWH�TXDQGR�SX-
dermos viver numa sociedade mais justa, mas ética e mais solidária. 
(Agora fala para o público, ainda como se estivesse escrevendo) [.] 
Essa é a esperança de hoje que deverá ser levada por vocês, como 
EDQGHLUD��SDUD�RV�DQRV�TXH�YLUmR�����ÈOYDUH]�DQG�$OPDGD��������

The transition between the singular you��³YRFr´��WR�WKH�SOXUDO�you all��³YRFrV´��
DQG�0RWKHU¶V�GLUHFW�JD]H�DW� WKH�DXGLHQFH�PDNH�FOHDU� WKDW� VKH� LV�GLUHFWLQJ�
these words to each and every audience member. It is as if by the very act 
of attending the play, the spectators have tacitly accepted the role of real-
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time witness-participants, a position that entails the responsibility of doing 
something about what they have seen and heard.

As the audience looks on, the prisoners receive word that the priest 
is among those who will be released in exchange for the ambassador. A 
GHWDLQHH�QDPHG�-RmR�*UHJyULR�HFKRHV�0RWKHU¶V�ZRUGV�DV�KH�H[SODLQV�WR�WKH�
clergyman why it is so important that he take advantage of the opportunity 
WR�EH�UHOHDVHG��³9DL�H�PDQGD�GH�Oi�XP�FODUmR�GH�OX]�SDUD�HVWD�QRLWH�HVFXUD��
9DL�H�UHJLVWUD�FRPR�SXGHU��RQGH�SXGHU�WXGR�R�TXH�YRFr�YLX�H�YLYHX�DTXL��SDUD�
que as futuras gerações possam saber que a nossa história recente também 
IRL�HVFULWD�FRP�VDQJXH´�������7KH�SULVRQHU¶V�SOHD�LV�GLUHFWHG�QRW�RQO\�DW�WKH�
priest, but also implicitly at the spectators, whose exit from the DOPS is 
likewise imminent. 

,Q�WKH�ODVW�VFHQH��SULVRQHUV�DQG�DXGLHQFH�HQWHU�WKH�¿QDO�URRP�DQG�
discover the outline of an empty noose projected onto one of the brick walls, 
DQ�LPDJH�WKDW�HYRNHV�WKH�GLFWDWRUVKLS¶V�PXUGHU�RI�MRXUQDOLVW�9ODGLPLU�+HU]RJ��
ZKLFK�RI¿FLDOV�VWDJHG�WR�ORRN�OLNH�D�VXLFLGH�E\�KDQJLQJ�LQ�D�FOXPV\�HIIRUW�WR�
FRYHU�XS�WKH�UHDO�FDXVH�RI�GHDWK��WRUWXUH���(QUDJHG��RQH�RI�WKH�IHPDOH�SULV-
oners, Nilda, turns to the spectators and beseeches them in the words of a 
FKDUDFWHU�IURP�*XDUQLHUL¶V�SOD\�Ponto de partida to spread the truth of what 
UHDOO\�KDSSHQHG��³9DL��JULWHP��H[SRQKDP��UHVROYDP���´��ÈOYDUH]�DQG�$OPDGD�
�����7KH�FKRLFH�WR�UHVWDJH�+HU]RJ¶V�GHDWK²DOEHLW�LQ�DQ�DEVWUDFW�ZD\²LQ�WKH�
¿QDO�VFHQH�RI�Lembrar�LV�KLJKO\�VLJQL¿FDQW��VLQFH�WKLV�UHDO�OLIH�HYHQW�LV�ZLGHO\�
credited with giving impetus to the mass mobilizations demanding amnesty 
and an end to the dictatorship. By evoking Herzog as a symbol, the play en-
courages spectators to follow the footsteps of the millions of Brazilians who 
demanded truth and justice more than twenty years earlier. 

In a sort of epilogue, the actors slip out of character. One actor 
assumes the role of narrator and informs the audience that, “[d]enunciado 
incontáveis vezes nos tribunais militares brasileiros, o crime de torturar jamais 
IRL�DSXUDGR�RX�SXQLGR´�������$QRWKHU�H[SODLQV�WKDW�LQ������D�IHGHUDO�MXGJH�
IRXQG�WKH�VWDWH�UHVSRQVLEOH�IRU�+HU]RJ¶V�GHDWK��ZKLFK�ZDV�UXOHG�D�KRPLFLGH�
(in what, one might add, could be considered a precursor to the transitional 
MXVWLFH�SURFHVV�LQ�%UD]LO���7KH�DVVHPEOHG�DFWRUV�FKHHU�WKLV�VPDOO�YLFWRU\�RI�
truth over deception and secrecy. 

Curiously, the last to speak are the three actors who played the per-
petrator characters. It is Andorinha who “liberates” the spectators, inviting 
WKHP�WR�H[SORUH�WKH�VSDFH�RQ�WKHLU�RZQ�DQG�UHÀHFW�XSRQ�ZKDW�WKH\�KDYH�MXVW�
VHHQ�������0mR�GH�9DFD�GHFODUHV�WKDW�WKH�EXLOGLQJ�ZLOO�QHYHU�DJDLQ�EH�XVHG�
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for repression (an allusion to plans for the building to function eventually as 
D�FXOWXUDO�FHQWHU���EXW�ZDUQV�WKDW�WKDW�WKH�UHRFFXSDWLRQ�RI�WKH�'236�LV�RQO\�
WKH�¿UVW�VWHS�DQG�WKDW�HDFK�VSHFWDWRU�PXVW�UHPDLQ�³DWHQWR�H�IRUWH´�������7KLV�
call to the audience to be alert and strong suggests that the creators of Lem-
brar sought to transform spectators into real-time witnesses not only of the 
SURFHVV�RI�UHFODLPLQJ�WKH�EXLOGLQJ��EXW�DOVR²DQG�HVSHFLDOO\²RI�WKH�OHJDFLHV�
of dictatorship in the present, including the continued absence of justice and 
accountability relating to past and ongoing human rights crimes. The Delegado 
concludes by paraphrasing a quotation by Adorno and Horkheimer that serves 
DV�DQ�HSLJUDSK�WR�WKH�GUDPDWLF�WH[W��DQG�LV�SULQWHG�RQ�WKH�SURJUDP���GHFODU-
ing, “E para estar atento e forte não basta lembrar o passado, mas resgatar 
DV�HVSHUDQoDV�GR�SDVVDGR´�������,Q�WKH�¿QDO�VFHQH��WKH�DFWRUV��DOO�RI�ZKRP�
ZHUH�LQ�WKHLU���V�DQG���V�DQG�ZKR�KDG�FRPH�RI�DJH�GXULQJ�WKH�GLFWDWRUVKLS��
pass on the responsibility of remembering and truth-telling to an audience 
consisting primarily of young Brazilians who had no direct experience of the 
repression, thereby widening the circle of memory and witnessing.

&RQFOXVLRQV
This article has argued that Lembrar é resistir transformed audi-

ence members not only into belated witnesses of the history of the DOPS 
EXLOGLQJ��EXW�DOVR²DQG�SHUKDSV�PRUH�LPSRUWDQWO\²LQWR�UHDO�WLPH�ZLWQHVVHV�
who participated in reclaiming the building as well as confronting the ab-
sence of bold legal and political responses to dictatorship-era human rights 
crimes. Drawing on the work of Jelin and Taylor, it demonstrated that the 
SK\VLFDO�VLWH�LWVHOI�GLG�QRW�FRQVWLWXWH�PHPRU\��UDWKHU��PHPRU\�ZDV�DFWLYDWHG�
through performance, that is, through the embodied actions of performers 
and spectators. By analyzing the range of actions embodied by participants 
in the performance, this article has illuminated the subtle ways that the play 
PHGLDWHG�WKH�DXGLHQFH¶V�HQFRXQWHU�ZLWK�WKLV�VSDFH�

Identifying and analyzing the objectives of Lembrar� LV�RQH�WKLQJ��
PHDVXULQJ� WKH� SURGXFWLRQ¶V� VXFFHVV� LQ� DFKLHYLQJ� WKRVH� JRDOV� LV� TXLWH� DQ-
RWKHU��7R�GR�VR�ZRXOG�HQWDLO�DQ�LQ�GHSWK�VWXG\�RI�VSHFWDWRUV¶�DFWLRQV�XSRQ�
departing the DOPS at the end of the performance, a task rendered virtually 
impossible by the more than ten years that have passed since the closing of 
WKH�SOD\�LQ�������1HYHUWKHOHVV��WKHUH�DUH�VRPH�LQGLFDWLRQV�WKDW�WKH�FUHDWRUV�
at least partially achieved their objective of transforming spectators into 
DFWRU�SDUWLFLSDQWV�LQ�WKHLU�WUXWK�WHOOLQJ�SURMHFW��)LUVW�DQG�IRUHPRVW��WKH�SOD\�
was so successful that its originally planned run of one week was extended 
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E\�PRUH�WKDQ�D�\HDU��$OO�WROG��DQ�HVWLPDWHG��������SHRSOH�DWWHQGHG�WKH�SOD\�
�VRPH�PRUH�WKDQ�RQFH���D�QXPEHU�YLUWXDOO\�XQKHDUG�RI�LQ�PRGHUQ�%UD]LOLDQ�
WKHDWUH��:RUG�RI�PRXWK�PXVW�KDYH�EHHQ�D�VLJQL¿FDQW�IDFWRU�LQ�WKLV�VXFFHVV��
since the small production budget did not allow for a sustained advertising 
FDPSDLJQ��0RYHG�E\�ZKDW� WKH\� VDZ� DQG� H[SHULHQFHG�� VSHFWDWRUV� UHFRP-
PHQGHG�WKH�SOD\�WR�RWKHUV��KHOSLQJ�WR�H[WHQG�WKH�SOD\¶V�UXQ�DQG�GUDZLQJ�WKH�
DWWHQWLRQ�RI�WKH�PHGLD��LQFOXGLQJ�D�IHDWXUH�RQ�079�/DWLQ�$PHULFD��)HUUD]�
����,Q�IDFW��Lembrar was such an astounding hit that a spin-off was staged in 
5LR�GH�-DQHLUR�WKH�IROORZLQJ�\HDU��7KH�79�&XOWXUD�QHWZRUN�DOVR�WHOHYLVHG�D�
recording of the original São Paulo version.

:LWK�WKH�EHQH¿W�RI�KLQGVLJKW��LW�LV�DOVR�SRVVLEOH�WR�HYDOXDWH�WKH�SOD\¶V�
success in transforming the DOPS from a symbol of repression into a site 
of memory and thereby advancing the goals of transitional justice. Lembrar 
contested yet also eventually fell victim to the politics of silence in force at the 
WLPH��,Q�WKH�VKRUW�WHUP��LW�IDLOHG�WR�KDYH�D�VXVWDLQHG�HIIHFW��,Q�'HFHPEHU�������
VWDWH�JRYHUQPHQW�RI¿FLDOV�RUGHUHG�WKH�FORVLQJ�RI�WKH�SOD\�VR�WKDW�UHQRYDWLRQV�
of the building could resume. The play was pulled from the space even though 
there was more than enough funding and audience demand to keep it running 
LQGH¿QLWHO\��$W�OHDVW�RQH�SDUWLFLSDQW�LQ�WKH�SURMHFW��SOD\ZULJKW�,]DtDV�$OPDGD��
speculates that the state government canceled Lembrar for political reasons:

Então, tudo isso acabou, por quê?... Aí entram, e eu digo isso com a 
maior franqueza, aí entram até fatores de natureza ideológica, porque 
algumas pessoas que participaram do processo, não tinham a noção do 
que estavam fazendo e, quando perceberam, falaram: “ai, meu deus 
do céu, isso aqui é uma coisa de comunista. Por que estou fazendo 
isso?”... [O] espetáculo foi pensado supostamente por alguns pro-
gressistas e liberais, mas quando eles perceberam do que se tratava, 
WUDWDUDP�ORJR�GH�SRGDU�DTXLOR���TWG��LQ�$OPHLGD����

$OPDGD�KLQWV�VWURQJO\�WKDW�VRPH�RI�WKH�VDPH�VWDWH�JRYHUQPHQW�RI¿FLDOV�ZKR�
initially sponsored Lembrar later moved to close it down, alarmed by the 
SOD\¶V� SRZHUIXO� GHQXQFLDWLRQ�RI� WKH� LPSXQLW\� HQMR\HG�E\�SHUSHWUDWRUV� RI�
dictatorship-era human rights crimes. 

:KHQ�WKH�EXLOGLQJ�¿QDOO\�UHRSHQHG�WR�WKH�SXEOLF�LQ�������WKH�VSDFH�
where Lembrar had been staged was hardly recognizable. The cells remained 
intact, but the walls had been covered with a coat of drab grey paint and a 
IHZ�IUDPHG�QHZVSDSHU�DQG�PDJD]LQH�DUWLFOHV��,QDXJXUDWHG�DV�WKH�0HPRULDO�
da Liberdade, the renovated cells bore little resemblance to the space that had 
VHUYHG�DV�WKH�VWDJH�IRU�ÈOYDUH]�DQG�$OPDGD¶V�SOD\�RQO\�D�IHZ�\HDUV�HDUOLHU��
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Indeed, the euphemistic name and uninspiring renovations virtually erased 
the meanings that the cast and crew of Lembrar had sought to inscribe upon 
the site.

Over the long term, however, Lembrar did make a difference by 
SDYLQJ�WKH�ZD\�IRU�D�VLJQL¿FDQW�WUDQVLWLRQDO�MXVWLFH�LQLWLDWLYH��)ROORZLQJ�WKH�
6WDWH¶V�VKLIW�WR�D�QHZ�SROLWLFV�RI�PHPRU\�DURXQG�������WKH�PHPRU\�SOD\�ZDV�
HYHQWXDOO\�UHDFWLYDWHG��,Q�������%UD]LO¶V�0LQLVWU\�RI�+XPDQ�5LJKWV�ODXQFKHG�
a new cultural initiative called “Direito à memória e à verdade,” which aimed 
to restore dignity to the fatal victims of the military dictatorship. One of the 
FHQWHUSLHFHV�RI�WKLV�SURMHFW�ZDV�WKH�LQDXJXUDWLRQ�LQ�-DQXDU\������RI�D�QHZ�
0HPRULDO�GD�5HVLVWrQFLD�LQ�SODFH�RI�WKH�HDUOLHU�0HPRULDO�GD�/LEHUGDGH��7KH�
new memorial resurrects and reworks key ideas from Lembrar: namely the 
focus on resistance, as its name suggests (although I would argue that it also 
GLOXWHV�WKH�SOD\¶V�SRWHQW�FRQGHPQDWLRQ�RI�KXPDQ�ULJKWV�FULPHV���7KH�GHVLJQ-
ers render explicit homage to Lembrar on a panel conspicuously placed at 
WKH�HQWUDQFH�RI�WKH�PHPRULDO��UHFRJQL]LQJ�WKH�SHUIRUPDQFH¶V�UROH�LQ�VHFXULQJ�
the location for memory work.

Put in perspective, Lembrar illustrates how cultural works can have 
a concrete impact on memory politics. As Jelin points out, transitional justice 
projects tend to beget other transitional justice projects: “the unfolding of 
RQH�SROLF\�VHWV�WKH�VWDJH�IRU�RWKHUV´��³3XEOLF´�������2YHU�WKH�ORQJ�UXQ��WKH�
SOD\�KHOSHG�RSHQ�XS�D�VSDFH²LQ�ERWK�WKH�OLWHUDO�DQG�¿JXUDWLYH�VHQVH²IRU�WKH�
0HPRULDO�GD�5HVLVWrQFLD�DQG�IRU�WUDQVLWLRQDO�MXVWLFH�PRUH�EURDGO\�

Tulane University

Notes

1� ,¶P�JUDWHIXO� WR�/HLOD�/HKQHQ��1DQF\�*DWHV�0DGVHQ��6RSKLD�%HDO�� DQG� WKH� DQRQ\PRXV�
UHYLHZHUV�IRU� WKHLU�JHQHURVLW\� LQ�SURYLGLQJ�VXJJHVWLRQV�DQG�FRPPHQWV�RQ� WKLV�DUWLFOH�� ,¶G�DOVR� OLNH� WR�
WKDQN�%HOLViULR�GRV�6DQWRV�-U���$QQLWD�0DOXIH��,]DtDV�$OPDGD��$QDO\�ÈOYDUH]��,D�6DQWRV��&ULVWLQD�%UXQR��
DQG�.iWLD�)HOLSLQL�1HYHV�IRU�WKHLU�HQWKXVLDVWLF�VXSSRUW�RI�WKLV�SURMHFW�

2 The term transitional justice refers to the various measures that new democracies adopt in an 
effort to redress human rights crimes committed under earlier authoritarian regimes. These measures may 
include not only criminal trials, but also truth commissions, reparations programs, institutional reforms, 
PRQXPHQWV�DQG�PHPRULDO�SURMHFWV��DQG�VR�RQ��)RU�DQ�RYHUYLHZ�RI�WUDQVLWLRQDO�MXVWLFH�SROLWLFV�LQ�%UD]LO��
VHH�6FKQHLGHU��³%UHDNLQJ�WKH�µ6LOHQFH�¶´

3 Theatre has responded to and helped advance a variety of transitional justice projects 
WKURXJKRXW�/DWLQ�$PHULFD��,Q�������$ULHO�'RUIPDQ�ZURWH�WKH�SOD\�La muerte y la doncella shortly before 
WKH�SXEOLFDWLRQ�RI�WKH�5HWWLJ�&RPPLVVLRQ¶V�¿QDO�UHSRUW�LQ�&KLOH��WKH�ZRUN�H[SORUHV�WKH�OLPLWDWLRQV�RI�VXFK�
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RI¿FLDO�WUXWK�VHHNLQJ�ERGLHV��,Q�������3HUX¶V�7UXWK�DQG�5HFRQFLOLDWLRQ�&RPPLVVLRQ�UHOLHG�RQ�WKH�WKHDWUH�
troupe Yuyachkani to help raise awareness about its public hearings and to encourage potential witnesses 
to come forward. Extending the scope beyond transitional justice, performance protests, such as escraches 
in Argentina (which publicly shame, or “out,” accused perpetrators by creating a spectacle at their homes 
RU�ZRUNSODFHV���KDYH�GHQRXQFHG�LPSXQLW\�DQG�SUHVVXUHG�JRYHUQPHQWV�WR�DGRSW�EROGHU�WUDQVLWLRQDO�MXVWLFH�
SROLFLHV��,Q�WKH�PRQWKV�OHDGLQJ�XS�WR�WKH�LQDXJXUDWLRQ�RI�%UD]LO¶V�QDWLRQDO�WUXWK�FRPPLVVLRQ�LQ�0D\�������
youth in that country began organizing their own version of perpetrator “outings,” known in Portuguese 
as escrachos or esculachos.

4 The São Paulo DOPS was established in 1924 with the purpose of maintaining “uma vi-
gilância mais séria e permanente em torno das atividades desintegradoras dos princípios tradicionais da 
5HOLJLmR��3iWULD�H�)DPtOLD´��TWG��LQ�3LQKHLUR�DQG�6DGHU������,Q�������LW�PRYHG�LQWR�WKH�EXLOGLQJ�LW�ZRXOG�
RFFXS\�XQWLO�EHLQJ�GHDFWLYDWHG�LQ�������%RWK�WKH�9DUJDV�DQG�PLOLWDU\�UHJLPHV�LPSULVRQHG�DQG�WRUWXUHG�
political opponents there. Sometimes the acronym DEOPS (Departamento Estadual de Ordem Política e 
6RFLDO��LV�DOVR�XVHG�

5 See Jelin, State Repression 33-34. 
6� )RUPHU�VLWHV�RI�UHSUHVVLRQ�VXFK�DV�WKH�(60$��(VFXHOD�6XSHULRU�GH�0HFiQLFD�GH�OD�$UPDGD��

LQ�$UJHQWLQD�DQG�9LOOD�*ULPDOGL�LQ�&KLOH�DUH�WZR�QRWDEOH�H[DPSOHV��,Q�%UD]LO��WKH�6WDWH�$UFKLYH�DQG�KX-
PDQ�ULJKWV�JURXSV�IRXJKW�ZLWK²DQG�HYHQWXDOO\�SUHYDLOHG�RYHU²WKH�&LYLO�3ROLFH�IRU�WKH�ULJKW�WR�RFFXS\�
WKH�'236�EXLOGLQJ�LQ�5LR�GH�-DQHLUR��&DWHOD���������$�PRGL¿HG�YHUVLRQ�RI�Lembrar was staged in that 
building, but was not as successful as the original. 

7� 'XULQJ�VHYHUDO�YLVLWV�WR�WKH�0HPRULDO�GD�5HVLVWrQFLD��ZKLFK�QRZ�RFFXSLHV�WKH�VSDFH�ZKHUH�
Lembrar ZDV�VWDJHG���,�QRWHG�WKDW�WKH�GRFHQWV�HPSKDVL]HG�WKDW�LW�ZDV�WKH�'236�RI¿FHUV�WKHPVHOYHV�ZKR�
SXUSRVHO\�GHVWUR\HG�WKH�JUDI¿WL�RQ�WKH�FHOO�ZDOOV�EHIRUH�YDFDWLQJ�WKH�EXLOGLQJ��,�SUHVXPH�WKDW�WKH�JXLGHV�
stress this point not only as an example of how the dictatorship attempted to cover up its repressive activi-
ties, but also to illustrate the challenges that memorial designers faced in attempting to recreate what the 
VSDFH�ORRNHG�OLNH�GXULQJ�WKH�SHULRG�LQ�TXHVWLRQ²DQG�WR�GHÀHFW�DFFXVDWLRQV�WKDW�WKH�GHVLJQHUV�RI�WKH�HDUOLHU�
VWDWH�VSRQVRUHG�0HPRULDO�GD�/LEHUGDGH��ZKLFK�RFFXSLHG�WKH�VSDFH�IURP������������KDG��LQWHQWLRQDOO\�
RU�QRW��HIIDFHG�WKH�PDUNLQJV��

8� $�SULPH�H[DPSOH�LV�$UJHQWLQH�GUDPDWLVW�*ULVHOGD�*DPEDUR¶V�Información para extranjeros, 
D�VRSKLVWLFDWHG�VLWH�VSHFL¿F�SOD\�WKDW�KDV�PXFK�LQ�FRPPRQ�ZLWK�Lembrar��6SHFWDWRUV�RI�*DPEDUR¶V�ZRUN�
DUH�OHG�WKURXJK�WKH�URRPV�DQG�FRUULGRUV�RI�DQ�DQRQ\PRXV�KRXVH��QRW�DQ�DFWXDO�IRUPHU�VLWH�RI�UHSUHVVLRQ��
ZKHUH�WKH\�ZLWQHVV�VFHQHV�WKDW�SURPRWH�UHÀHFWLRQ�RQ�SROLWLFDO�YLROHQFH�DQG�GLVDSSHDUDQFH��

9 Almada told an interviewer, “Acho que o protagonista do espetáculo é o espaço.... [E]sse 
espaço tem uma importância muito grande, talvez maior que a própria dramaturgia incipiente. O espetáculo 
é bonito não pela dramaturgia, ele é bonito... principalmente por causa daquele espaço” (qtd. in Almeida 
����

��� )RU�DQ�RYHUYLHZ�RI�WKH�DUFKLYHV�UHFRYHUHG�IURP�WKH�GHIXQFW�VWDWH�DQG�IHGHUDO�SROLWLFDO�SROLFH�
forces, see Catela.

11� -RXUQDOLVW�9ODGLPLU�+HU]RJ�ZDV�WRUWXUHG�WR�GHDWK�LQ�D�6mR�3DXOR�SULVRQ�LQ�2FWREHU�������
Security agents attempted to cover up his murder by staging it as a suicide.

12� 0\�GLVWLQFWLRQ�EHWZHHQ�WKHVH�WZR�OHYHOV�RI�ZLWQHVVLQJ�LQ�WKH�SOD\²EHODWHG�DQG�UHDO�WLPH²LV�
indebted to feedback from Leila Lehnen. 

13� (PtOLR�*DUUDVWD]X�0pGLFL¶V�SUHVLGHQF\�������������FRLQFLGHG�ZLWK�WKH�KDUVKHVW�SKDVH�RI�
the military dictatorship.

14� 7KLV�FKDUDFWHU�LV�H[SOLFLWO\�LGHQWL¿HG�DV�)OHXU\�LQ�WKH�GUDPDWLF�WH[W�
15 See, for example, Atencio 54.
16 See Beal.
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