The Beach Beneath The Paving Stones:
May 1968 and French Theater
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In the slogan, "the beach beneath the paving stones" from the Days of May, students and militants expressed the spirit of freedom and autonomy that they were
proposing and actively living out. The beach corresponds to the notions of festivity,
freedom, spontaneity, self-determination and creativity that lie beneath the paving
stones of post-industrial society, which is bureaucratic, repressive, manipulative,
maintains order through violence, encourages non-participation and passivity, and has
a tremendous capacity for absorbing protest.
The events of the Barricades, where a festive spirit reigned and collective decision
making and animated discussions took place; the formation of action committees
which solved problems as groups and aided striking workers and their families; the
instances of anonymous collective creation of wall posters at the Ecole des Beaux
Arts-these provided the crucible of action where themes and structures of the May
Movement could be tested. There was a briefly-lived utopia, which took the form of
an "anti-society" or "counterculture" opposed to existing social relations and proposing new ones. This activity influenced and has been carried on in practice by a number
of French theatre groups, usually organized on collective lines, long after the temporary utopia was squelched and replaced by a "normalization"l of the situation.
May, 1968 was a radicalizing experience for many theatre artists. Reacting with the
May militants against a society where culture is an item for consumption, politicized
theatre people rejected the structures, premises and conventions of bourgeois theatre
such as a psychological approach to characterization and the performer/spectator
relationship expressed in the traditional theatre building. Committing themselves to
political engagement and to the critical function of art, they sought alternative means
of working and forms of organizing and expressing themselves.
Following the example of May, emphasis was placed on the individual actor's
creativity and on collectivity as a method of creation and organizational structure. The
May militants' attack on institutionalized culture prompted serious efforts to reach a
new, popular audience that was not being addressed by the TNP2 or the decentralized
theatres, these having become the ground for serious middle class drama. A renewal of
interest in the forms and techniques of popular theatre with its clear, direct and entertaining language for expressing the people's point of view emerged. Popular forms,
improvisations and experiments with space also helped to establish new relations
between spectators and performers-relations that encouraged the spectator's creativity and participation, rather than his passivity. Most important, as an attempt to
promote change and raise consciousness on the most immediate level, productions
were developed around problems in daily life.
May made the questions clear-theatre artists responded in a variety of ways. But
before examining how the concerns raised in May entered the work of specific theatre
artists, it is necessary to establish something of the theory and history of the May
Movement.
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The Historical Context
Student protest, frequently focused on the issues of university reform and American aggression in the Vietnam War, was an international phenomenon by 1968. That
year agitation in the form of student strikes, demonstrations, and manifestations were
prominent in Germany, Italy, Japan, Czechoslovakia and the United States as well as
in France. Finding that it was not unusual for protest to be met with violent repression, students began to see the links between their own experience with the "system"
and national independence struggles in Cuba, Vietnam, and other "underdeveloped"
nations. The May Movement was largely the struggle by these young people for their
own liberation from domination by an increasingly technocratic culture.
Alfred Willener has suggested that the May Movement "can be characterized by a
juncture between Marxism and anarchism, on the one hand, and between politics and
culture, on the other."3 Politically, the militants' action eventually led to a situation
where ten million striking workers threatened France's economy and even the stability
of the de Gaulle government. However, the aspect of the explosion which most concerns us here is its attack on mass culture and everyday life in post-industrial society,
which is characterized by repression and manipulation of desires and consequent
alienation of the individual. The revolt was made in the name of personal and collective creativity, against the programmed society.4
A much publicized prelude to the May events was a 1966 scandal at the University
of Strasbourg, where a controversial pamphlet with a devastating attack on established
society and culture was illegally published and distributed at university expense. The
pamphlet, entitled,
"The wretched state of the student, considered in its economic, political,
psychological, sexual, and particularly intellectual aspects, and some ways
of remedying it,"
was a collaboration between students at the University and a group called the Situationist International.5
While not as catalytic with regard to the May events as was the March 22nd Movement that began at Nanterre,6 the situationists expressed ideas that were influential in
May. This group, which included radical artists and writers, was enormously influenced
by the French sociologist Henri Lefebvre and his critique of everyday life.7 They
realized the degree to which alienation and fragmentation pervade the everyday, and
consequently proposed "a permanent revolution in daily life" which would be characterized by play and the realization of desire. In their 1966 pamphlet they predicted
that ". . .revolutions will be festivals or they will not be, for the life they herald will
itself be created in festivity." Like Lefebvre, they considered the re-integration of
festival into daily life to be "the final cause of the revolutionary plan."8
The spirit of festival was actively sought by the May militants. Jean Louis Barrault
describes the situation at the Odeon Theatre during its occupation by the militants
(May 15th): "The square outside had become a regular fairground: a man with a
monkey, a man with a bear, guitarists, rubbernecks and more or less camouflaged
ambulances. Slogans all over the walls."9 At the Sorbonne, (occupied May 13) a
piano was dragged out into the courtyard. On the barricades a feeling of festivity and
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unity prevailed, especially on May 10th.
The building of the barricades on May 10th-llth was a way for the students and
militants to establish not only a defense, but also a space for their festive anti-society
where freedom and direct democracy could be practiced. In Cohn-Bendit's words,
"the barricades were no longer simply a means of self-defense, they became a symbol
of individual liberty."10 A collective voicing of everything by everybody began as
action committees were formed to solve concrete problems. Suddenly and spontaneously, groups of individuals improvised solutions to immediate problems, expressed
themselves, and rediscovered latent desires. One of the major lessons of May was that
collective action could present a challenge to the domination and manipulation of the
centralized, bureaucratic and authoritarian system. Operating basically without leaders
as a protest against hierarchical systems or organizations, the action committees on the
barricades discovered the possibility of self-affirmation through collective consciousness and involvement in a common action.
This festive, actively creative, participatory character of the early Days of May can
be contrasted with what the situationists considered to be the "spectacle" quality of
society which encourages the attitude of the passive spectator rather than that of
active participant. This notion of spectacle "is not a collection of images, but a social
relation between people, mediated through images."ll In other words, a condition
that fosters alienation. The replacement of real relations with images relates to the
phenomena of absorbtion.
In advanced capitalism, any action of contestation or revolt is co-opted by the
prevailing value system or ideology. Any radical gesture of protest can be ideologized
or co-opted and become merchandise. Likewise, the function of artistic activity
becomes that of creating products for cultural consumption. Because it reflects and
therefore justifies the existing value system rather than critically examining social
relations, culture takes on an absorbtionist function and becomes "the concrete
inversion of life."12 As Henri Lefebvre stated it,
Culture.. .is a state ideology. Unity of culture can only be found at the
highest level, that of cultural institutions, whence "mass culture" and
consumption are supplied with "best quality products" and works that are
said to be "unadulturated."13
Rebellion against the role of institutionalized culture in justifying the status quo
prompted the occupation of the Odeon theatre as a symbol of state-supported bourgeois culture14 as well as the wall inscription, "Art is dead. Let us create our daily
lives." This emphasis on creation in daily life indicates that the "division between
those who create culture, in the artistic sense, and those who consume it" is rejected.
This "brings the political and the cultural more closely together, the latter approximating more and more to culture in the sense of 'daily life."'15
Realizing that it would take a severe shock to awaken people's creativity, to arouse
them from their usual role of passive spectator to that of active participant in the
decision-making process of determining their own lives, the situationists and the March
22nd Movement militants advocated violence. Because violence is the negation of
order and therefore cannot be absorbed by it, it could provide the liberating shock
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that would unblock the habit of passivity.
When the building of the barricades was met with the violent repression of the
French police on the night of May 10th to llth, a large part of the French population
was aroused from passivity and quickly mobilized into demonstrations of solidarity
with the students. On May 13th, the general strike was called. After weeks of violence,
negotiations, demonstrations, and some occupation of factories, agreements were
reached with the workers and the student uprising was suppressed. Basically, the crisis
was over by the end of June. But the questions that had been raised remained.
Allowing that there was a drop in spirits among politically progressive artists during
the repressive measures taken by the de Gaulle government following the restoration
of "order," it is understandable that it was a year or so before productions fully
assimilating and addressing themselves to the questions raised by the May events were
performed. Many theatre groups organized on collective lines and addressing political
issues began working throughout Europe during this period;16 however, only the
effects of May on the work of a single troupe, the Theitre du Soleil, and the playwright/animator Armand Gatti, whose radical idea of a "spectacle without spectators"
utilizes the material of daily life and the potential creativity of the spectator to an
unprecedented degree, will be considered.
Le Theatre du Soleil
May, 1968 had immediate and far-reaching effects for the Theatre du Soleil. Among
them were: increased collectivisation and an emphasis on the individual actor's creativity. This led to the development of several collectively created productions derived
from improvisations without using a pre-established text. Popular theatre skills and
improvisation techniques were extensively developed. Spectators were included in the
creative process. Finally, in their most recent production, the Thea-tre du Soleil focused on themes from everyday life. A new stage in the troupe's politicization, both in
terms of the dynamics and consciousness of the group and in the content and form of
the performance, was marked by its acclaimed production, 1789.
The Theatre du Soleil was organized as a collective prior to 1968. Founded at the
initiative of Ariane Mnouchkine with a core group of ten members in 1964, the group
has become a worker's cooperative composed of about forty performers, designers
and technicians with equal salaries and voting rights. 17 Prior to the May disturbances,
this collective organization of the group had not evolved to the point of utilizing
collectivity as a creative method. Previous productions (which included Arnold Wesker's The Kitchen in 1967 and a highly original treatment of A Midsummer Night's
Dream in 1968) had always been based on a response to or interpretation of a written
text.
In the June crackdown following the May disturbances, the Theatre du Soleil, which
had halted public performances of A Midsummer Night's Dream as an expression of
solidarity with the Movement, was expelled from the small Paris theatre where it had
been appearing. Fortunately, a provincial town council provided them with an abandoned salt factory to work in during the summer. Here the troupe continued the
experiments with the improvisation techniques, popular forms, and vocal and physical
exercises it had used in preparing The Kitchen and A Midsummer Night's Dream.
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This summer spent together allowed the troupe to think about and assess the meaning
of May for them, and resulted in a more intensive collectivisation. The Theatre du
Soleil "slowly (became) conscious of what politics is-politics is life. If a group of
human beings starts to change its way of working and living together, this becomes
18
politics.
One evening the troupe performed an impromptu piece for the local townspeople
using the popular style and improvisation techniques they had been exploring. The
success of this experiment convinced the troupe to abandon the apriori written text
and to develop their own show based completely on improvisations.
The product of this work was The Clowns (1969). This was an important transition
piece for the Theatre du Soleil, because it emphasized the creativity of the individual
actors and changed the role of the director into that of "first spectator." In this
production the group was searching for a "clear, direct, and luminous form"19 and
Mnouchkine's function became largely one of watching the improvisations and making
comments or suggestions as to clarity and directness. The improvisations were elaborated by the performer from there. This resulted in a give and take or dialog process
between the performers and the director and constituted a preliminary attempt at
collective problem-solving that corresponded to the discoveries of the May Movement
militants, who learned that solutions can be found by everyone discussing, discovering,
contributing and acting together. In The Clowns each member explored his own
creativity, leading to a new democracy in theatre, where actors could become "authors
as well as interpreters."20 The troupe was now ready to practice collective authorship,
as the action committees in May had done with their manifestos and tracts.
1789
The Theatre du Soleil's next spectacle, 1789, "The Revolution Must Continue to
the Perfection of Happiness"21 (1970-1971), was the realization of what the troupe
had been preparing for with The Clowns-it was a true collective creation and an
attempt to deal artistically with May 1968. Mnouchkine explained that the collective
work had not been without its difficulties:
In the beginning the troupe did behave like authors: each person thought
what he invented belonged to him. With 1789, however, we began to lose
our sense of property, even regarding what we invent22. . for us it's better
to work communally. A real collective work is based on the richest possibility for everybody to create.23
The troupe decided to base its first collective work on the French revolution because
it wanted to address a popular subject known commonly to all French people and to
comment on a particular set of social relations and dynamics. In 1789 the story of a
people's revolution that is co-opted by the powerful forces of bourgeois capitalism is
told. There can be no doubt that the vision of the historical events of the French
revolution is presented by the Th6atre du Soleil was colored by the May 1968 upheaval.
To prepare for the creation of 1789 troupe members did extensive research into
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documents and history of the period for several weeks. When improvisations began,
groups of four or five performers would improvise around a theme or situation from
the revolution (such as the fall of the Bastille) suggested by Mnouchkine or another
member of the company. Each group submitted their own version of the same event
or theme. Certain improvisations were retained, elaborated and made more precise. A
variety or episodic structure was derived for the production from the juxtaposition of
the different acting styles and views of the revolution expressed in these early improvisations.24
Very early two decisions were made about the spectacle: to organize the space as a
fairground, so that people would be free to move about, and to use the devices of
popular theatre to tell the people's version of the Revolution. Both of these decisions
were a reaction to May and against the bourgeois theatre: its performer/spectator
relationship, the organization of the theatre building with the stage/audience separation, its psychologism. They were a reference back to May in other ways, too-the
festive atmosphere of the production was reminiscent of the barricades in May and of
the situationists' observations on the festival quality of popular revolutions. Also, the
passivity of the spectator was challenged by involving him physically in the action.
The space for 1789 was arranged so that spectators could either stand in a central
area or remain detached from the action by sitting in bleachers erected at one end of
the vast rectangular space where the spectacle was performed, the Cartoucherie of
Vincennes, an abandoned munitions warehouse on the outskirts of Paris. Five platform stages, some of them joined by ramps, were set up in the space so that simultaneous actions separated in space could be performed. This organization of the space
made the spectacle dynamic. If a spectator chose to stand in the central area, rather
than to sit on the bleachers, he was free to move around to watch the actions that
took place on the different platforms, and in fact had to move to make room for the
actors who pushed their way through the crowds to get from one stage to another.
However, this involved only a change in the spatial relationship of the performer and
the spectator, which while significant, was not a real change in the role of the spectator. The physical passivity of the spectator was challenged, but his potential creativity was not.
The troupe decided to use popular forms in the show because they wanted to
avoid showing history as a psychological conflict between great men or reducing it to
an anecdotal level. Instead, the popular forms were much more suited to expressing
the energy and presenting the forces of the revolution. For instance, after the fall of
the Bastille, the revolution became a festival as circus and variety acts broke out on all
five platforms. Among the resources of popular theatre used in the spectacle were
puppets, both hand-held and life size, mime, juggling, acrobatics, commedia del 'arte,
tableau vivants, and the aforementioned variety structure.
The structure and content of 1789 demonstrated a series of waves of popular,
festive energy and enthusiasm being repressed by successive returns to order, as had
happened not only in 1789, but more recently in May 1968. As Michael Kustow
observed, a leitmotif of 1789 was that festivity is dangerous for authority, and must be
contained.25
From a popular celebration in which 1789's public participates, the people's revolution becomes a spectacle for the bourgeoisie. In the framework of a festival, the
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decline and overthrow of the aristocracy and the church by the people and the subsequent rise of the bourgeois order that replaces it are shown. The fact that 1789 ends
with a mock performance of the revolution for the amusement of a group of gaudy
nouveau riches indicates that the Theatre du Soleil is conscious of the irony implicit in
their presentation of their vision of the revolution: May 1968, like 1789, has been
absorbed and co-opted by the society it opposed. After all, 1789, provocative as it
was, was performed for the amusement of an audience with a large bourgeois contingent.
1793
The Theatre du Soleil's next spectacle was 1793, The Revolutionary City Is of This
World (1972-1973). This show was a reflection on the sans culottes "who from 1793
to the end of 1793 led an experience of direct democracy and elaborated a program
which survived their defeat."26
The method of creation for 1793 was similar to that of 1789-the company gathered and considered historical material, then began improvisations. However, 1793 was
much more discursive or anecdotal than 1789. Each actor worked first to develop a
character, who would tell his own story. The character had a place in the larger context of a "role," such as "the French women." The different roles expressed the
political forces of the revolutionary period.
1793 focused more on the daily struggles of people and the contradictions in a
revolutionary period than 1789 had. Thoughts about May 1968 were still informing
the group's work. Franqoise Kourilsky observed that "it is. .. the idea of projecting
the experience of direct democracy...that governs and controls the spectacle."27
Surely the sectionnaires in their "assemblees de quartier" can be compared to the
action committees, who also experienced direct democracy in May 1968. The Theatre
du Soleil thinks that
If such an experience could be possible during more than one year, it is
viable and can be led back; the river has returned underground, but it will
resurface one day.28
May 1968 proved that the river that went underground after 1793 could, indeed,
resurface again-but it was called a beach. And though it is beneath the paving stones
once again, it can possibly still be uncovered.
L'Age d'Or, Premiere Ebauche (The Golden Age, First Draft)
L'Age d'Or opened in March 1975 after 18 months of preparation.29 Deciding that
it wants to be a theatre "directly engaged in the social reality, a theatre which is.. .an
encouragement to change the conditions in which we live,"30 the troupe decided to
give up history for contemporary daily reality. Themes such as television, drugs,
abortion, overcrowding in housing for immigrant workers, racism, etc. were dealt with
in the spectacle.
Since The Clowns the Theatre du Soleil had become increasingly interested in
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popular forms in their search for a specifically theatrical language which is clear,
efficacious, and immediately readable to everyone. For L'Age d'Or, the performance
style became very precise and physical, using the mask and the body as the major
means of expression. The development of the show involved the transformation of
traditional popular forms such as commedia del 'arte, Chinese theatre and clowns into
contemporary types, recalling Jacques Copeau's call for "a new improvised comedy
with types and themes from our times."31 Whether the types were to be defended
(the Arab worker) or attacked (the cop), the idea was to make the contradictions,
passions, ideas, and desires of the character visible through the body. The rigor involved in this method resulted in a spectacle that was both theatrically and politically
powerful-both entertaining and significant.
Two things make L'Age d'Or a departure or more radical step for the Theatre du
Soleil: its presentation of a work in progress (the "first draft" in the title), which
implies an emphasis on the process of creation rather than the finished product, and
the tapping of the creativity of a select group of spectators by inviting them to view
the improvisations and make suggestions for their improvement. In the process of
developing L'Age d'Or, the actors brought their improvisations to immigrant workers,
miners, people in rural villages, and high school students and asked them for comments, suggestions and criticism. These people who were consulted during and contributed to the creation of L'Age d'Or are credited in the program as co-authors of the
piece, along with the actual performers.
Finally, L'Age d'Or centered on the adventures of a young Arab immigrant worker,
Abdullah, who encounters enormous obstacles in France. The structure of the spectacle was a series of separate episodes joined by the narration of an Arab woman who
led the spectators from one playing area to another. (The performance area was
divided into four roughly equal valleys, sloping up to a central plateau.) What was
shown was a stylized observation on the social and political problems faced in everyday living: the theatrical form transformed to make it contemporary and effective.
L'Age d'Or reflected tensions in society and increased demands since 1968 for theatre
to be politically committed and engaged.32
Armand Gatti
A still more radical approach to the May militants' demand for "a culture in action
sprung from life" has been taken by Armand Gatti, a playwright. In 1969 the French
government forbade the performance of his play "The Passion of General Franco,"
already in rehearsal at the TNP. After this, he turned to a kind of para-theatrical
activity which involved making experiments in "collective writing" with people from
outside the theatre.
As an author, Gatti was deeply affected by the questions posed in May. In an
interview with Denis Bablet, Gatti admits that
May was determining for me and notably in my situation as dramatic
author. The months of May had become a necessity for me. . .If May had
not come ...it was not possible to go farther. That does not mean that
May is resolved: the problem remains of the situation of the dramatist
with the system today.3 3
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At a colloquium held in 1974 on the subject of collective creation34 Gatti expressed a point of view very close to the more radical cultural intentions of the May
Movement. Reminding one of the situationists' notion of the passive spectator, Gatti
says,
the public is a shameful notion. It's the voyeur, the consumer. . .I'm for a
spectacle without spectators .... where each person participates in the
creation; where each learns from the other. But the voyeur, I don't want.
Gatti was positing a distinction between his own work and that of such "orthodox"
collective groups as the Theatre du Soleil. Whereas the Theatre du Soleil is a collective
in terms of being a specific unit composed of members and posing questions of the
internal problems of collective creation (question of relations within the group,
essentially), Gatti's notion of collectivity is where everyone actively creates-the
spectator as well as the theatre artist.35
Expounding on this distinction, Gatti points out that
Two types of collective creation exist: one commercial, which is made
with actors, and another which is made outside of the theatre with participants unfamiliar with the theatre. . .the latter aspect of collective writing
. .is more interesting to me.36
Gatti has made two shows using this method of collective writing. In June 1972
Gatti and students of the Institut des Arts et de Diffusion de Bruxelles presented La
Colonne Durutti,37 a piece developed from improvisations by apprentice actors. The
spectacle was performed in a factory. The walls were covered with posters made during
rehearsals which recounted problems they had had in conceiving characters, the
results of their discussions-the entire progress of the work was documented, thereby
relating the time of the creation of the piece to the time of its performance. The
relationship between the performer and the character he played was developed from
and based on a political relation.
After this experience, the group of students and Gatti decided "to go to the country, to the Brabant Wallon, for a change of air, to see another social class and discover
their problems."38 Thus began Gatti's major experiment in collective writing to date
-a project involving some 3,000 people in a rural region of Belgium.
Gatti arrived in the area with a group of students. They began to video-tape the
villagers' activities, playing them back for the townspeople in the evenings. The idea
was to get people to talk about their daily lives, about their reality and their dreams.
After some time, first the old people and then the children began speaking with
Gatti and the theatre students. After several months in the area villages, about 45
committees of peasants of various ages were formed to write and rehearse various
sketches on the theme of the journey of an old peasant named Adelin. A kind of
modern Noah, Adelin wants to escape from the problems of pollution and highway
construction and return to a more natural life.
After nearly a year of preparation, the spectacle was performed in 1974. The
performance lasted 28 hours and was nearly a "spectacle without spectators" since
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almost everyone in the area had participated in its preparation in some way, down to
the local women who volunteered to bake tarts for feeding everyone after a commercial organization withdrew its promise to provide provisions.39 The performance
covered 25 miles and took the form of a popular procession using huge puppets and
some 125 vehicles.40 Various sketches, all part of the collective writing and depicting
the inhabitants' different ways of seeing and reacting to the peasant's journey took
place simultaneously. Gatti and his students and designers also expressed their reactions to the theme and to the people themselves. "Each participant, be he actor,
musician, or designer, was able to transform himself entirely in contact with the
experience, .. .all lived the same adventure."41
Summation
The desire to address problems of everyday life, a major aim and concern of the
May Movement, has entered theatre practice. In Gatti's work and in the Theatre du
Soleil's "first draft" of L'Age d'Or we see this and also the emphasis on the process of
creation rather than on the final product. Both the Theatre du Soleil and Gatti, as well
as most troupes who work collectively, have questioned the composition and the role
of the public and have tried to establish a new, more "active" kind of relationship with
spectators. There is an insistence on the actor's creativity and on the viability of
collective creation, where relations are not the vertical ones of author, director,
actors, and technicians as in commercial theatre, but the horizontal relations of equal
members of a cooperative who frequently share and exchange different roles.
The questions posed in May continue to inform the work of these theatre artists,
though frustration and absorbtion are having their effect and are hampering the
artists' attempts to intervene directly in people's daily lives. The May Movement
provided a shock that aroused the French population out of its lethargy and made a
new political art both possible and necessary. If there is a renewal of class consciousness in social life, which is what the events of May, 1968 provided, then it is possible
to make art utilizing and addressing that consciousness.42 However, cultural agitation
alone cannot continue to maintain that consciousness. Protest is too easily absorbed
by the system. The Beach is receding as May 1968 quickly becomes another chapter
in the French revolutionary history.
Still, there are many who, like the Theatre du Soleil and Armand Gatti, still see the
possibilities for theatre as a militant activity. As Gatti put it,
May made the contradictions much more clear. We perceived that basically
we looked to justify our role, to find ourselves useful to the society, in this
system, rather than to have a real action. In saying this, I do not pretend
that the theatre can make the revolution, but it must offer material for
reflection, discussion, and must develop contradictions.43
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NOTES
1. As used by Alain Tanner in his film, The Middle of the World, a situation characterized by the
de-fusion of differences between two antagonists-the mutual co-existence of adversaries.
2. The Theatre National Populaire, founded by Jean Vilar, who also founded the Avignon Festival
and was instrumental in the decentralization movement. All of these represent attempts to
bring "culture" to a mass audience.
3. Alfred Willener, The Action Image of Society: On Cultural Politicization. London: Tavistock
Publications, 1970, p. 133.
4. See Alain Touraine's treatment of the student movement in The Post Industrial Society, New
York: Random House, 1971. See also his The May Movement, New York: Random House,
1971.
5. A small ideological group, Marxist but also including such tendencies as Dada and the "Movement for an Imagistic Bauhaus." Their re-discovery of Wilhelm Reich was especially important
for May. Besides the Strasbourg pamphlet, the major expositions of the group's theses can be
found in G. Debord, La Societe du Spectacle (1967) and R. Vaneigem, Traite de savoir-vivre a
I'usage des jeunes geinerations (1968).
6. A loose organization created at Nanterre consisting of anarchists, Trotskyists and individuals
and led by Daniel Cohn-Bendit. March 22nd was the date of a takeover of an administration
building by 150 students, who subsequently issued a manifesto. The group was very active in
May.
7. Lefebvre's critique joined Marxism and psychoanalysis. The idea of a juncture between Marxism
and psychoanalysis (as well as between Marxism and culture) is found in both the situationists
and the M22 Movement.
8. Henri Lefebvre, Everyday Life in the Modern World, New York: Harper and Row, 1971,
p. 206.
9. Jean Louis Barrault, Memories for Tomorrow, New York: E.P. Dutton and Co., Inc., 1974,
p. 316.
10. Daniel and Gabriel Cohn-Bendit, Obsolete Communism: The Left Wing Alternative. New
York: McGraw Hill, 1968, p. 63. For a discussion of the symbolic role of the barricade in
French history, see T. J. Clark, The Absolute Bourgeois, Artists and Politics in France, 18481851. London: Thames and Hudson, Ltd. 1973.
11. G. Debord (thesis 4), La Socie'te du Spectacle (1967).
12. Graffitti on a wall in May.
13. Lefebvre, ibid., p. 97.
14. The Odeon was turned into a continuous forum for public debate.
15. Willener, ibid., p. 119.
16. Some French groups were already reflecting on political issues prior to May. Two American
theatre groups that influenced them (artistically, rather than politically) were the Living
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Theatre, a collective company that was prominent at Avignon in July, when local officials
refused to allow them to perform for free in the streets; and the Bread and Puppet theatre,
which employed popular forms such as huge puppets and processions in its theatre pieces.
17. Since 1967, the Theatre du Soleil has received periodic grants or subsidies from the Ministry
of Cultural Affairs. However, the subsidies are usually inadequate for the company's needs
and the troupe's debts usually exceed its income, forcing the members to depend on unemployment or to seek outside jobs.
18. Ariane Mnouchkine in an interview with Irving Wardle in Performance, no. 2, April 1972,
p. 137.
19. Ariane Mnouchkine in an interview with Emile Copfermann, originally published in Travail
the'tral, no. 2, winter 1971; it appears in a translated and edited version in Gambit, no. 20,
vol. 5.
20. Michael Kustow, "Introduction to 1789," in Gambit, vol. 5, no. 20, p. 8.
21. A quotation from Saint-Just, whom Lefebvre credits with saying that the concept of happiness was new to France and to the world in general.
22. This recalls the collective creation of wall posters and collective writing of statements during
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