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TRANS EUROPE THEATRE 
Project concerning drama training for secondary and tertiary school 
teachers. 
 
This project has arisen from our understanding that initiatives concerning teacher 
training in drama / theatre have been organised for a long time in every country 
involved in the project. Ministries as well as Education and Culture Agencies in many 
European countries are updating their school programmes. Beginning by examining 
the methods already in use in each of the project partner countries (Italy, France, 
Belgium and England), a comparison of training has been carried out. From this we 
have been able to identify  common methodologies. These will be proposed to the 
teachers in each of the four different countries involved in the project in order to 
enable them to improve their teacher training in the fields of drama / theatre. 
 
Stages of the project: 
Seminar in Turin (Italy) 
October 30th, 31st and November 1st, 1998 
Seminar in Warwick (Great Britain) 
February 19th, 20th, 21st, 1999 
Seminar in Brussels (Belgium) 
March 19th, 20th, 21st, 1999 
Seminar in Paris (France) 
June 4th, 5th, 6th, 1999 
 
Courses and experimental seminars in the four partner cities 
November and December 1999, January 2000 
 
Preparation and production of the CD-ROM 
February-July 2000 
 
European course in Turin (Action Comenius 3.2) 
September 2000 
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A theatre for new generations 
 
Graziano Melano (Director of Teatro dell'Angolo) 
 
Young people and the theatre. These are words usually found in speeches made by 
politicians, actors or educators and have different meanings depending on who is 
using them.  
For politicians the young audience is an indistinct group, with the potential to absorb 
culture, but culture of an undefined nature. 
For actors the young audience can be difficult or stimulating, but in any case often 
hard to reach. 
For educators, the theatre can be used as a teaching resource to assist learning. 
There is partial truth in all of these and our society can be enriched by viewing 
cultural activities through the prism of youth. 
In many European countries theatre for young people has recently become more 
important, and has its roots in popular culture including sporting activities.  
Increasingly a number of youth projects are being developed to stimulate creativity in 
theatrical writing, acting, directing or scenography.  Young people respond to this 
positively as they come together to explore unfamiliar but challenging themes.  
Statistically, few young people attend theatrical performances, preferring musical or 
sports events instead.  Where they do take part in theatrical activities, young people 
often prefer to take the role of protagonist.  This helps them to demonstrate their 
talents even though they may be technically inexperienced.  Theatre rewards those 
who take chances. 
This freedom to experiment is hard to find in everyday life, and therefore theatre 
provides a meaningful and gratifying sense of purpose for young people still trying to 
make the transition from school to the adult world. 
Schools play an important role in theatrical training, providing the intellectual basis 
of understanding drama as well as a practical experience of the theatre.  Educators 
can sharpen young peoples' critical faculties so that their appreciation of a play has 
more significance to their personal circumstances.   This can allow a deeper 
emotional and spiritual exploration of the real world through the artifice of drama. 
The language of drama employs voice, movement and fantasy to animate the text.    
The content of drama is only released in performance; actors are the interpreters of 
dramatic language.  Those who wish to teach this language, must experiment 
themselves. 
Teachers involved in the Trans Europe Theatre project immersed themselves in an 
evolving and creative world.  It was a journey through the history, poetry and 
techniques of theatre.    The Project helped the educators to bring their expertise and 
knowledge to young secondary school students who organised theatrical projects in 
their classes.  On exhibition days, classes compared their work and the teaching 
methods were refined over the course of the Project. 
 
This experience could form a starting point for a network of mediators for theatre and 
education, a network which would work with performers and producers to extend the 
influence and imaginative power of theatre into the lives of young people.   



Theatre and school - The Piedmont experience 
Maria Pia Muscarello (IRRSAE Piemonte) 
 
THE PAST 
In Italy  drama has always played a very important role in education, even though this 
role is different at different stages of schooling.  
 
In primary school drama is considered as a teaching activity in its own right. It 
features within the curriculum, as a teaching tool, a method to access other areas of 
the curriculum and make it easier for children to learn. Additionally, modern culture 
emphasises the importance of communication and drama is rightfully recognised as 
an excellent vehicle communicating and experiencing culture. It is inherently a tool 
that enables people to communicate not only contents and ideas, but feelings and 
emotions, too. 
 
If this is true for primary school, it is not so as far as secondary and tertiary education 
are concerned. The distribution of subjects among the different teachers in secondary 
school (11-14) has up to now only allowed drama to feature within the standard 
school curriculum in a limited and fragmentary way. Training for primary school 
teachers (even though it is not a specific drama training) makes them focus their 
attention on the pupils' potential creativity in order to help them developing their self-
awareness. This is not the case for secondary school teachers. Their training is 
exclusively concerned with their subject or, at best, with the techniques that explain 
how to teach them. They receive negligible training in the psychology of education. 
This has led to a situation in which drama and activities connected with it are reliant 
on the willingness and the ability of the teacher, who has often worked alone with 
small groups of pupils, generally in the afternoon. Teachers who have been able to 
include drama in the normal curriculum are a very rare case, and it is even rarer to 
find teachers of different subjects co-operating on a common project. 
 
In secondary and tertiary education (14-19), where pupil interest in drama is growing 
fast, it has always been considered as an exceptional event and there no provision to 
ensure its continuity. In fact, if an active drama teacher leaves a school, typically the 
tradition of drama will end. More conservative people prevail and decide which ones 
are essential and which ones are optional - and drama does not feature. They might go 
as far as to suggest that drama is a waste of time and interferes with the teaching of 
the so-called core areas, and that there is no space in the curriculum for drama. 
 
However, despite the many difficulties they have, a lot of teachers continue teaching 
drama because they consider it an expressive form which is extremely adaptable, 
because it can develop creativity. All those who have taught drama in schools in some 
form agree on some observations. 
 
Drama in education gives pupils, and in particular those attending schools which 
focus on technical subjects, the opportunity to come into contact with a subject they 
would otherwise either consider too difficult or simply never encounter. For many 
students if it does not happen in school where else will they experience drama? 
 
Drama plays an efficient educational role, as it helps pupils to overcome their 
shyness, not to fear other people, to take any criticism well and even to develop the 



capacity for self-irony. Drama demands many different qualities of those who become 
involved and this allows everyone to have a place. 
 
It is often the case that pupils who don't have particularly brilliant results at school 
discover some gifts thanks to drama. It is a communal activity which cannot happen 
without everyone's involvement. Everyone's contribution is significant. Through 
drama pupils learn a sense of responsibility, discipline, care and willingness to work 
with other people. Since it often compels people to face unforeseen situations, drama  
stimulates a flexibility of mind and a productive curiosity. 
 
Teachers must be able to devise a project, so that every pupil has the opportunity to 
take part in all aspects of drama, to discover the particular qualities of each aspect. 
Specific skills and knowledge must be learnt to enable  them to work together 
effectively and to benefit from any professional artists  engaged on a drama project in 
schools. Currently is rare for teachers to have the skills and knowledge to enable them 
to work on such projects unsupported. 
 
 
 
During the school year 1993/94 the IRRSAE Piemonte (Istituto Regionale per la 
Ricerca, la Sperimentazione e l'Aggiornamento Educativo, the regional institution 
responsible for research, testing and updating in education in Piedmont) conducted a 
survey in every secondary education school. It sent a very detailed set of 25 questions 
to each school of the region (approximately 900). 411 schools (142 for pupils aged 
14-19 and 269 for pupils aged 11-14) replied to the questionnaire and enclosed tapes, 
videotapes, photographs, scripts, reports, newspaper articles and posters. 
 
This survey suggested that drama was thriving and that many initiatives and projects 
were being carried out, but, even though teachers in these school great enthusiasm, 
some problems emerged. The main problems were due to a quite widespread 
diffidence towards extra-curricular activities. This survey suggested also the lack of 
adequate space, resources and sufficient funding. 
 
Many teachers said that, even though they had a strong personal interest in drama and 
considered it as an important education resource, they did not think they were 
adequately trained and consequently felt insecure when they had to carry out such a 
demanding activity. In order to address these issues, since the school year 1993/94, 
the IRRSAE has organised many drama training courses, both practical and 
theoretical. These have ranged from dramaturgy to performance, from the analysis of 
some classical pieces to the history of drama and included watching theatre videos. 
Many of these activities have been carried out thanks to on-going relationships with 
some organisations in our area, such as the Coordinamento del teatro giovani e 
ragazzi and the Teatro stabile in Turin. Our partnership with the Teatro dell'Angolo 
has been particularly intense, because of our shared interests. Teatro dell'Angolo is a 
regional institution whose main role is to develop theatre culture among pupils and 
young people. Our courses have, from time to time, been conducted by arts 
professionals and theatre practitioners with particular skills and education 
experiences, theatre critics and university lecturers. Many teachers and head teachers, 
theatre practitioners and theatre experts have taken part in our courses and meetings. 
 



 
The Present 
An agreement about drama education (Protocollo d'Intesa relativo all'educazione al 
teatro) was published on September 6th, 1995. The Minister of Education, Mr 
Giancarlo Lombardi, wanted and signed it, together with the deputy-minister for 
Tourism and Culture and the Special Commissioner of the Italian Drama Board. This 
document underlines the important role drama plays in education, because it 
addresses the educational needs of each school. Additionally it includes a 
commitment to acknowledge the value of Drama Education as an important 
component of all pupils' education and consequently to focus on the possible ways in 
which it can be delivered. The main points of this fundamental document have been 
reaffirmed and explained in a new agreement about culture subject education 
(Protocollo d'Intesa per l'educazione alle discipline dello spettacolo) on June 12th, 
1997. The following quotations are some of the most significant statements within 
this document:  

'In addition to teaching an understanding of the meaning of language, the 
education of a person should enable them to understand the aesthetic aspects of 
language; to develop a critical attitude and to develop emotional self-awareness. It 
has been proved that expressive and creative activities contribute significantly to 
the enrichment of education in this respect as well as to combating youth 
disenchantment. [...] Culture subjects and multimedia languages can guide pupils 
towards new jobs. Education opportunities given by culture subjects and their 
educational methodologies should characterise the teachers' ordinary training and 
be acquired during it'.  

This implies that: 
'the encouragement of educational processes which enable pupils to express and 
to the enjoy performance arts; and the promotion within the school curriculum of 
initiatives aimed to develop the young people's expressive abilities'  

are fundamental activities. To achieve this aim  
'it is necessary to provide for the introduction within the school curriculum of 
courses in culture '. 

 
 
The Future 
 
In the future, in Italy, schools will have greater autonomy and will be encouraged to 
take up the government's offer of enhancement programmes, POF (Piano Offerta 
Formativa). Since the school year 1998/99, the law has sanctioned the autonomy of 
each school institution. Article 1 of the statute concerning this point states: 
 
School institutions are autonomies whose function is to define and implement these 
enhancement programmes. In order to achieve this, they must work with each other 
and with the local communities. In this way, they will be able to make links between 
individual needs, as yet unrealised potential and the education system's national aims. 
Schools are supported in planning and carrying out training and educational 
initiatives in order to develop the whole person. Such initiatives should address the 
needs of different contexts, of families and of the particular people involved, in order 
to assure their success. They should be consistent with the tasks and general aims of 
the whole education system and with the need to make the teaching and learning 
process more efficient. 



 
Each school is given free rein to organise its Piano dell'Offerta Formativa 
independently. It is devised by the teachers considering the proposals and advice from 
parents and students. Each school has this autonomy as long as it  

'respects the teaching freedom, the freedom each family has in choosing education 
forms and the general aims of whole system'.  

Consequently, national aims are achieved through  
'education programmes whose function is to realise the pupils' right to learn and to 
grow up through their education'  

and school institutions  
'recognise and value differences, promote each one's potential carrying out any 
initiative which can help in succeeding in the education process'. 

 
In the different documents drawn up by the Ministry there are many observations 
supporting and encouraging the introduction of drama within the school activities. In 
the Documenti dei Saggi about knowledge and core curriculum for basic education 
for the years 1997 and 1998, among many information, the following statement is to 
be found:  

'the marginal position in which film, theatre and everything which integrates them 
are relegated in our education system must be denounced and consequently 
removed. On the one hand this is scandalous, on the other hand it is an expression 
of a more general self-damaging attitude, if we take into account the image 
Europe and the whole world have of our culture and of our traditions...'.  

Elsewhere it states 
'The relationship between mind, language and body has great importance, as it 
breaks down the traditional barrier which separates understanding processes and 
emotions. What is more it promotes the idea of a person as an integrated system, 
whose education and dynamic balance are fruit of different components: 
perceptive-motor, logic-rational and social- emotional. Consequently, educational 
curriculum should be organised in a particular way, in order to promote the 
integration of the different components which make up the daily experience. They 
acknowledge that writing signs, images, sounds, colours and animation have the 
same dignity.' 

Here you find a confirmation of the principle that the school's task is to find and use 
methods which can value and combine any aspect of the learning process, including 
affective and emotional methodologies. It seems appropriate, therefore, to introduce 
alternative, and in some cases optional, curriculum which can co-exist with traditional 
subjects in order to promote the identification and the development of the kinds of 
abilities which would otherwise be overlooked. 
 
Autonomy also enables different schools to organise their activities in response to a 
variety of offers, thus changing the traditional rigidity that has, up to now, 
characterised the education system in Italy. In fact,  

'it is possible to organise educational activities for pupils from the same class or 
from different classes. The teaching phases and the teaching of each subject can 
be organised and conducted in response to the needs, abilities and learning styles 
of different kinds of schools and pupils. It is also possible to organise  curricula 
on the basis of the interests shown by pupils. Such curricula can involve different 
subjects and activities.' 



School hours can be modified according to the different needs, too. In fact, 
 'school hours as a whole and their distribution among the different  subjects 
and activities can be organised in a flexible way, even  time tabling a week long 
event.' 
This document makes it possible for schools to work collaboratively either in order to 
carry out particular activities or to seek funding for particular projects with education 
institutions (not necessarily state-funded ones), universities, local boards and agencies 
who fund projects which meet their particular brief. 
 
In practice then, in the first phase of fulfilment of school autonomy, it is possible to 
carry out drama activities at school in different ways: during the curricular hours, 
within the different subjects, co-operating with teachers of complementary or 
different subjects. Naturally, it is also possible to make changes to the school 
timetable, in order to carry out the activities at a more or less intense rhythm, as befits 
the activity. 
In extra-curricular hours it is possible to carry out specific projects with groups of 
pupils of the same class or of different classes. Such projects should last for a pre-
determined amount of hours and be carried out through the co-operation of many 
teachers, who preferably teach different subjects. In addition, according to the 
directions of the Protocolli d'Intesa themselves, it is possible for such school activities 
to be supported and followed by specific professionals. Such people should work in 
partnership with teaching staff and their specific knowledge should allow them to 
support the production and the enjoyment of drama activities at school. 
 
The Piedmont's Experience 
Following the government's request, a massive teacher training operation has been 
started up in Piedmont since 1996. Thanks to the collaboration between the regional 
assessorship for culture, the main theatre structures in the region, the IRRSAE and the 
eight Local Education Authorities, this initiative has given rise to a project called 
TE.S.PI. (Teatro Scuola Piemonte, Theatre at School in Piedmont). The project aims 
to promote drama education and in-service training for secondary education teachers. 
 
In total, 264 teachers in the region have taken part in the activities included in the 
project T.E.S.PI.. Such activities have been divided into eight modules, which have 
been distributed among different towns: three in Turin and respectively  one in 
Alessandria, Asti, Borgomanero, Savigliano and Vercelli. Each of these modules has 
been co-ordinated by a trained professional, who is artistically able and possesses a 
sound knowledge of the theatre world as well as being well informed about and 
sympathetic to the specific requirements of educational institutions. 
 
In the first year, the course began in February 1997 and ended in December 1997. 
The course combined demonstration and training in the theatre methods, but it was 
prepared specifically for teachers. It was divided into three different subjects: 
1) Travel through Theatre Civilisation: actor - company - playwright - theatre place - 
set - staging - direction - criticism; 
2) Immersion in Expressivity: vocalism - gestural expressiveness - devising - use of 
the body on the stage - text - storytelling using objects - reading and performance; 
3) Theatre Technology: sound engineering - stage lighting - stagehand. 
Additionally, people taking part in the course had the opportunity to visit equipped 
theatre structures in their areas and to see different theatre performances. 



Each module was made up of 31 meetings and each meeting lasted three hours. 
Twelve of those meetings were with some professionals. Altogether 25 professionals 
were engaged. Each module was a 93-hour course, and in total some 744 hours were 
devoted to such courses. 
 
In the second year the course took place from January to May 1998. During the 
course, teachers attending it were engaged in practical work. They were assisted by a 
small number of co-ordinating teachers who organised new updating meetings as well 
going in to help teachers in the different schools. They supported the projects carried 
out by the teachers attending the course and they were in direct contact with students. 
In total, 126 projects were carried out, each of them required the co-operation of the 
teachers attending the course. The work made in these projects were presented over 
17 days in May 1998 in seven theatres in our region. 
 
The great number of requests asking for a continuation led to an actual continuation 
of the TE.S.PI. project during the school year 1998/99, which took place in seven 
modules. Such modules were divided into five centres within the region: three in 
Turin and respectively one in Alessandria, Borgomanero, Savigliano and Vercelli. 
146 people signed up for this continuation course. Each course was made up of seven 
meetings. Each meeting lasted three hours, so each course lasted 21 hours, which 
means a total of 147 hours of training. In the end of this first phase people attending 
the different modules of the course spent a whole day in February 1999 at the Teatro 
Araldo in Turin exchanging and discussing their experiences. During this day, 
teachers themselves gave a short performance, a synthesis of the work they had done 
until then. 
 
After this meeting, from February to May 1999, each teacher attending the course 
independently carried out a theatre course with his/her class. The results of these 
courses  were presented as a demonstration of work in May 1999 in some theatres in 
the towns where the courses took place. 
 
A new project, called I.T.E.R.. (Itinerari Teatrali Educativi Regionali Piemonte, 
theatre education regional programmes in Piedmont) is foreseen for school year 
1999/2000 as a continuation of the TE.S.PI. project. The aim of this course is to 
educate young audiences in reading and appreciating theatre as performance. 80 
teachers and their classes will be involved in this project. 4 co-ordination and 
planning meetings will be organised for each of the eight modules, which will take 
place in different centres within the region. Each meeting will last three hours. Each 
teacher will see three theatre performances of different theatre genres with his/her 
pupils . These theatre visits will be followed by study groups and seminars and some 
education material will finally be produced. 
 



Seeing and acting: young people's initiation in Drama goes 
necessarily through teacher training 
 
Roger Deldime (Director of the Theatre La Montagne Magique 
and of the Centre de sociologie du theatre -  Universite Libre de Bruxelles) 
 
 
In French-speaking Belgium there is no law concerning drama education for 
secondary school pupils. Some schools have an 'Expressive Arts' session, but it is also 
possible for any school to carry out theatre projects, if they wish to. In this case, they 
are helped by some institutional theatre structures. Since 1970 the Centre de 
sociologie du theatre de l'Universite Libre de Bruxelles has been developing research-
action projects in the field of arts education for young people and training teachers in 
and about drama. Since 1995 such projects developed even further. The city of 
Brussels directly assigned the Centre the organisation and the management of the 
Theatre La Montagne Magique (a youth theatre centre) and the co-ordination of the 
Culture-Education Operation organised by the Brussels Capital city Region. in 1999, 
a ministerial order of the 'Walloie-Bruxelles' Government pushed for the development 
of cultural activities in underprivileged schools for one year. 
 
Since its creation, in 1970, the Centre de sociologie du theatre de l'Universite Libre 
de Bruxelles has orientated its studies in three complementary directions, which are 
inseparably linked: 
- Creation 
- Reception 
- Inter mediation 
The sociology of drama creation is concerned with the analysis of the existing 
dialectics between the cultural roots of the historical-social context of creation and the 
artist creator's vital roots.  
The sociology of drama reception argues that the audience play an essential role in 
the theatre process. Drama is much more than a performance for an audience. It is an 
organised whole of different and interchangeable interactions which are created 
between each spectator and the performance itself. 
As far as the sociology of drama mediation is concerned, it is involved in the space 
which is set between creation and reception. It is interested in the established distance 
which separates a creation from an audience. It is also interested in the nature of an 
audience's perception and appreciation of a creation, whether that response is natural, 
spontaneous or inducted. 
 
 
From research to action: project education and relationship method. (Pattern set 
by the Centre de sociologie du theatre) 
Since 1986, following some research findings, the Centre de sociologie du theatre has 
instigated and carried out some projects in order to make it easier for young people to 
experience theatre events. 
'Project education' is supplementary and interdisciplinary. It combines, professional 
art-making, theatre performance, performance analysis, response to and expression 
about a theatre play by individuals and groups. This education motivates teachers due 



to the opportunities it gives them to establish a direct relationship with students and to 
actively take part in the different phases of the project. Such phases are: 
• Performance followed by a meeting between teachers and artists. During such 
meetings dramaturgy intentions and set sign decoding are explained. This enables 
teachers, to focus their students' attention on a key characteristic of the performance. 
In this way, they might consider the role light and music plays, or on the use of space, 
on the function of a particular costume or of an object, on one character's action. The 
intention is to develop interest in the way theatre makes meaning.  
• Re-visioning a performance with students.  
This experience gives rise to a free, lively and open approach to the performance 
material and its meaning. It facilitates a relationship between the social use of theatre 
and the emotional and / or pleasurable impact of a theatre moment (planned or 
spontaneous) 
• Documented research, concerning both theme and text (depending on the 
performance specificity).  
Such research can be conducted either before the performance, or after it, depending 
on the case. 
• Activities to develop dramatic expression, towards a theatre 'event'. Such activities 
are justified by the above mentioned reference signs. 
 
Learning in order to see and practise 
The artistic, educational and cultural project carried out by the Theatre La Montagne 
Magique. 

'Seeing professional theatre and expressing oneself through the theatre play are 
two fecund ways to create cultural desire in young people. This can happen on the 
condition that they are gradually turned into an active audience and creative 
practitioners.' 

This is the philosophy of the Theatre La Montagne Magique, which was created in 
1995 by the city of Brussels. 
The activities the Theatre La Montagne Magique carries out are: 
-  planning theatre shows of different forms and aesthetics which are performed by 
professional companies. Such planning is carried out together with: 
- information activities for teachers and sensitisation activities for young audience 
- art and culture workshops. Such activities are carried out with the co-operation of 
specialised animators 
- drama training proposals for practising and trainee teachers (residential work 
experiences, practical workshops, beginner and specialisation sessions, specialised 
training) 
- encouraging the young people's dramatic expression (workshops, animation, 
productions, participation to the end of the school year and attending the meetings of 
the school theatre). 
 
 
Learning in order to see. 
You can only enter the theatre with a leap, opening a door, leaving a known and 
familiar place and entering into some 'other' space. When you enter the theatre you 
enter into a different universe in order to discover the pleasure of the form, the variety 
of suggestions, in order to refine your sight and your hearing, to experience some 
emotions and to develop your critical ability. You also enter there in order to acquire 
some roots, to find out the scenic logic of the work on the stage, to decode the variety 



of interpretations. Going to the theatre feeds the spectator's imagination and 
intelligence. The emergence of the senses must express itself with the desire. There is 
no arts education which does not include attending arts events and analysing 
performance practice. 
 
Learning in order to practise 
Drama, being multiple and infinite, points out real-life experiences, documented, 
thematic or textual experiences and, finally, expressive experiences. Learning how to 
know and to distinguish, learning how to observe and to recognise, learning how to 
express oneself through gestures and movements, learning how to play with words 
and their imaginary echoes: arts education relies on a practical apprenticeship, both 
personal and collective. You cannot discover the reality of theatre language if you do 
not follow a way made up of practices, touches, feelings, reflections and discussions. 
It is the pleasure brought by sounds, colours, forms, words, actions, images, fiction... 
it is exploring in order to create in the drama or theatre-making workshops. 
 
Seeing and acting: indissolubly linked! 
Seeing professional theatre, learning to analyse it and to pose some questions, to 
document it and express oneself through the theatre play: This combination of making 
and appreciating enables young people make sense of the external world of emotions 
and signs. It also enables them to take pleasure in the discovery and production of 
feelings, signs, tastes, resources. Seeing and acting are two indissolubly linked 
situations: the former feeds the latter, but this does not imply any slavish imitation. 
 
Teacher training 
Can you imagine what young people think and feel when they encounter theatre with 
teachers who have no motivation, no drama training and little information about the 
potentiality of theatre workshops? 
It is well known that both young people's performance perception and the relevance 
of theatre expression activities depend mostly on the mediation of a teacher. The 
Theatre La Montagne Magique devotes a great part of its funds and of its energies to: 
 Initial teacher training. This is carried out in two different ways: 
(i) Basic training in oral, body and cultural expression, undertaken as a one-week 
residential course. Each course includes a whole day dedicated to the theatre language 
used in a play which student teachers see performed.  
(ii) Training in performance analysis. The intention is to motivate and inform. Trainee 
teachers are trained in performance analysis  and in the expressive opportunities a 
play gives. They are also invited to undertake some theatre workshop activities. 
- Teacher training. This is carried out in two different ways too: 
(i) Regular training sessions. This kind of training is gradually carried out over a long 
period of time. It deals with the decoding of the theatre language used in the plays 
performed at the Montagne Magique and with the practical experience of some 
theatre workshop techniques.  
At the moment two sessions are happening: 'Beginners' and 'Specialisation', according 
to the experience of people attending them. 
(ii) Specialised training: saying and telling; training in shadow theatre and object 
theatre; first elements of forum theatre or commedia dell'arte; devising and 
performing a play; theatrical adaptation of a novel or of a short story; seeing and 
performing Shakespeare, Moliere or Ghelderode's works... 



Teacher training is the most visible activity carried out by the Montagne Magique. 
How can we give young people a taste for theatre if teachers themselves are not 
sensitised? But when teachers and trainee teachers get engaged in the training 
adventure, they become active partners, motivated people and creative mediators 
between school world and theatre universe. 
 
An original synthesis: introductory training in theatre arts 
These sessions give both students and teachers a remarkable opportunity to meet and 
work with professional theatre artists. They combine different experiences in order to 
reach the same goal: letting young people see professional performances, teacher 
training in drama, workshops carried out by pupils. Such classes are a significant 
example of effective partnerships between teachers and artists. These pupils work on 
programmes which last some months of the school year and finish with a 
performance at the Theatre La Montagne Magique watched by a peer group audience. 
The work is continued in schools by drama animators who work with teachers in 
order to help them continue to develop such work. 
The public presentation of these productions happens as part of a festival of school 
drama, but are performed on the stage of a real theatre, so that students and teachers 
experience the ways of working and technical facilities of a professional organisation. 
Such performances mark a special moment in which students have a sense of 
achievement and teachers receive recognition for their work. The partners (teachers, 
artists-trainers, theatre animators) establish their own working rhythm. The co-
ordinator for each project organises meetings in order to discuss the problems or ideas 
which have emerged during the work. In this way they create the dynamic: they 
announce a workshop they have created, they devise new projects and they are 
regular attendees of performances at La Montagne Magique. This pattern of work 
develops quickly, stimulates curiosity and then creative practice is the natural 
consequence of intellectual study. 
 
 
Examples 
1. Seeing and performing Shakespeare 
When we talk about drama in secondary education, we usually think about explaining 
the text. But the text only exists in performance: the text was written to be performed! 
Thanks to the project called 'Seeing and performing Shakespeare', drama texts are 
experienced in their true performance form and teachers are able to recognise the 
peculiarities of drama texts as a form of literature. 
Training 
The first part of the course involves three-days training conducted by Jean-Claude 
Berutti and Christian Baggen, two directors who specialise in the staging of 
Shakespearean works. The training course begins with a brief introduction to 
Shakespeare, his time and the conception of drama in his time. Then there is 
introductory work on a text chosen by the people attending the course. This is 
followed by some body and vocal concentration exercises. Different approaches to 
character creation let people attending the course express their feelings and discover 
different theatre techniques at the same time. The first part of the training concludes 
with a  practical workshop conducted by Paul Harman, an English director. This 
involves some work on proxemics and staging of some extracts. 
Seeing 



The performance proposed to the teenagers comes from England: it is the 'Romeo and 
Juliet' by the Cleveland Theatre Company. The original text has been abridged to its 
essential parts. The work is performed by three professional actors who play the parts 
of the different characters. The audience is sat all around the actors, as in Elizabethan 
times. Actors do everything in sight: not only the changes of the set, which are 
sometimes minimalist and multiple, but also the changes of costumes and of 
characters. You can appreciate the poetry within the text as well as understand that 
with Shakespeare, a cultural monument and the classic par excellence, you can take 
any liberty: translating his works, adapting them and performing them in any way. 
Playing 
In their turn, pupils, motivated by the performance and stimulated by the teacher-
trainers, are ready to tackle the text and begin a practical workshop. Christian 
Baggen, director and actor, guides them, ensuring that they see through their project. 
Teachers regularly take part in some co-ordination meetings conducted by Jean 
Lucke, who is responsible for the projects carried out at the Theatre La Montagne 
Magique. 
Performing 
At the end of the programme, people attending the different workshops perform their 
works on the stage of the Montagne Magique. Such performances take place over a 
few days when all course participants are present. Any device used, from re-working 
the language, to singing, realisations in dance and music and in Shakespeare's own 
text (both in French or in English) makes sure that he is still considered a very 
modern playwright. 
Through pieces taken from some Shakespearean works ('Macbeth', 'Romeo and 
Juliet', 'As you like it', 'Othello', 'Richard III', 'Julius Caesar', 'Hamlet', 'The Merchant 
of Venice') teen-agers learn about Shakespeare's genius without feeling inhibited. In 
fact they often give dynamism and spontaneity to texts which some performances 
have too often rendered boring. Lively staging and reckless performances: different 
approaches to the author or to the piece itself. In this way there is no boring moment. 
Young people from extremely diverse cultures offer a view of our times: a wonderful 
lesson in universality! 
 
2. Seeing and performing forum theatre 
Theatre can give an audience a voice or it can question them in an interactive way. It 
can suggestion  reflection and playful fun in equal measure. This is the case with 
forum theatre, a participatory form of drama which is developed in two phases. In the 
first phase, actors give a performance to telling the story. In the second phase, they 
repeat the same performance. But this time, spectators are given the opportunity, if 
they wish, to interrupt the action, step onto the stage, take the part of one of the 
characters and play, devising with the actors, in order to make the situation of the 
story better. Teenagers really enjoy this method, which is both playful and artistic and 
lets them express themselves in a world which rarely calls upon them to speak. 
Training 
Gennaro Pitisci, director of the Brocoli Theatre company in Brussels, which is 
specialised in forum theatre, offered a two-day training in forum. Numerous 
experiments were carried out in drama starting from different themes suggested by 
the people attending the course. In this course there was no distinction between theory 
and practice; participants discovered a series of techniques through which they 
devised a performance about the social, political and cultural problems of their group 
of students. The aim of the course was to learn how to choose a theme which suggests 



a dramatic structure and through which young people's natural sense of oppression 
emerged. Finally, people attending the course had to discover the fundamental role 
played by the performance co-ordinator, who livens up the forum, proposes the 
debate and co-ordinates the communication between the stage and the house. 
Seeing 
Classes taking part to this project had the opportunity to see a performance entitled 
Maison brule (played by the Broccoli Theatre) and to participate in it. It prompted 
discussion about the alienation of young people from the suburbs. The performance 
took place on the set of an old art deco cinema and it put on the stage the misfits of 
our society. In this way, it initiated a debate about awkward situations and explosive 
glances. The second part of the performance, which was devised, was introduced in a 
comic style, with humour and levity. With a mixed taste for pleasure and uneasiness, 
the young spectators came onto the stage one after the other and each one showed 
his/her own version of the story. At first, their interventions were quite thoughtless, 
but later some bolder teen-agers took much more political positions. It was something 
unforgettable... 
Playing 
These two initial phases encouraged teachers and pupils to organise some forum-
theatre performances in the class. The different groups took some themes and 
situations choosing them from real life and set up some performances, respecting the 
dramaturgy rules they had been given during the training. In their work, they have 
never copied the performances of the Broccoli Theatre. The teacher took up the role 
of co-ordinator. 
Performing 
On the stage of the Montagne Magique different groups met each other. They held a 
short debate about each performance they staged. Difference, racism, inequality of 
school opportunities and alienation were the themes young people of different ages 
and social and cultural origins chose for their performances. This was a fascinating 
end for an ambitious project, which had been co-ordinated by Paul Ernst from the 
Montagne Magique. What unquestionably characterised it was the fact that it gave 
young people a desire for living drama as something which can give them current and 
useful messages, rather then being an art form of the past. 
 
The extent of the project: 
In the light of our different research and training programmes our work at university 
has been made part of the Culture-Education Operation  by the Brussels Capital city 
Region. Some other arts disciplines (literature and poetry, dance, music, plastic arts, 
cinema, architecture, heritage) are part of this operation, too. Since 1995 each year 
teenagers attend arts events and experience drama workshops. These projects are 
conducted by a partnership of artist youth workers. The Centre de sociologie du 
theatre is responsible for the general co-ordination and guidance. This partnership, of 
three, facilitates on-going evaluation and allows students to overcome the human 
difficulties and the institutional obstacles which often hamper such projects. 
 
Conclusions: cultivating an attitude through education 
Through the introductory training in theatre arts, the partnership project has initiated a 
process of education reclamation and has earned itself legitimate place within 
education. Art and education meet and support each other, respecting differences. 
One needs the other in order to give a balance. 



Nonetheless the management of these activities requires considerable skill and 
expense of energy. Additionally, the different phases require continuous guidance. 
And this management and guidance, a vital mediation is what the Montagne Magique 
and of the Centre de sociologie du theatre have done. This is what we must do in 
order  to avoid institutional tightening. This is what we must do in order to avoid the 
end of the teacher-artist-cultural mediator partnership. 
This is also what we must do if we want to guarantee the continuity,  and 
development of the processes which give people access to culture. What is the point 
of demanding the development of culture and giving money for the production of arts 
events if the strategies necessary for their development, are not activated at the same 
time? What is the point of making such a demand if people, and especially young 
people, are not given the skills and experiences through their education to enable 
them to make sense of their culture? 
Professional arts work with young people, training young people as audiences, 
teacher training in drama, the encouragement of drama and theatre practice, demand a 
continuous investment by education. In order to be convincing and effective, drama 
work must be on-going and be permanent: time is a major factor in education 
activities. 
 



The training of practising and trainee teachers of Drama in Great 
Britain 
 
Jo Trowsdale (University of Warwick) 
 
Drama in secondary  (11-16) and tertiary  (16-18) education in England   
In the UK the National Curriculum, the legal curriculum for school aged pupils, does 
not currently recognise drama as a subject in its own right. 
However, drama features within the English National Curriculum for all children 
aged 5 - 16. Schools may also choose to offer Drama as an optional subject for 
examination at GCSE (for 14 - 16 year olds) and  possibly also for examination at 'A' 
Level  (for 16 - 18 year olds). Drama has its longest history in secondary schools as 
an extra-curricular activity, in the form of the school play. This tradition still thrives 
and even in schools where drama is not very visible in the curriculum, the school 
play, where interested pupils of all ages audition for and perform a play, is 
commonplace.  
 
The National Curriculum for English for secondary aged pupils, states that children 
should be taught certain aspects of drama: the work of playwrights as literature and in 
performance:  

'Plays selected should include works that: 
- extend pupils' understanding of drama in performance, e.g. direction, portrayal 
and interpretation of character 
- show variety in the structure, e.g. tragedy, comedy, farce  and setting 
- extend pupils ideas and their moral and emotional understanding 
- use language in rich and diverse ways'. 

     (National Curriculum for English) 
All pupils study some plays by Shakespeare. 13-14 year olds take Standard 
Attainment Tests (SATs) about a Shakespearean play and the guidance to teachers for 
preparing pupils for this includes practical, drama based approaches to develop 
awareness of drama in performance as well as encouraging personal and social 
responses to the play. Testing draws upon pupils' understanding of plot, character, 
theme, language and occasionally staging. The National orders  for English suggest 
that  

'Pupils should be given opportunities to participate in a wide range of drama 
activities, including ... the performance of scripted plays'.  
     (Ibid.) 

In practice the extent of all children's schooling in drama, particularly as a 
performance art, is reliant on the interests and abilities of their English teacher.  
 
 
Drama may not be recognised as a subject by the National Curriculum but the reality 
in primary and secondary education is very different. Drama is not thriving in primary 
schools at present due to the government's requirement that schools focus on a core 
curriculum, emphasising literacy and numeracy. This has lead to a narrowing of the 
curriculum, reducing if not removing time for non-core areas such as drama. In the 
few schools where drama does exist in the curriculum, it tends to be an educational 
tool for teaching another subject. Even the number of schools who traditionally have 
performed an annual school play has reduced. Conversely in secondary schools, in 



recent years drama has become an extremely popular subject . Most  schools offer 
drama to pupils between the ages of 11-14. Drama is the fastest growing subject at 
GCSE and also as an increasingly popular 'A' level. If a school values drama this will 
be evident through the extent of curriculum and extra-curricular options it offers 
pupils in drama. Increasingly secondary schools may also employ a specialist drama 
teacher.  
 
Drama at GCSE and 'A' level is concerned with the craft of theatre, devised and 
scripted, with performance skills and as a tool of social and interpersonal education. It 
draws on the histories of theatre as a performance event for and by young people, of 
Theatre-in-Education and Drama-in-Education as powerful personal and social 
education through role-play: imagined experience. Whilst there are differences 
between examination boards, in general, pupils are examined the following range of 
areas: 
 - their understanding of plays, in terms of themes, characters, rehearsal processes and 
staging possibilities 
- their ability to create, sustain and develop roles in performance (in both scripted and 
devised work) 
- their understanding of different forms of theatre and how different theatre form 
shapes different meanings and effects 
- their ability through devising to manipulate theatre form to demonstrate such 
understanding. 
Examination syllabuses cannot examine the inter-personal dimension, but invariably 
include in their aims that drama seeks to develop pupils' personal, social and 
emotional education.  
 
Because there is no prescribed curriculum in drama, schools can emphasise 
whichever aspect of drama best serves the needs of the kinds of children at the school. 
They may emphasise the personal and social aspects and involve students in a lot of 
role-play and do minimal work on scripts. They may emphasise production qualities 
and reward the development of performance skills in devised and scripted work. They 
may emphasise the study of scripted theatre as an extension of English. All of these 
possibilities are open to schools and these different emphasises can be seen in 
neighbouring schools.  
 
 
Although the tradition of performing and rehearsing scripted plays is still a strong 
extra-curricular activity in English schools, in the curriculum, drama in schools is 
essentially a practical, issue-based subject. It uses improvisatory forms of drama, 
where pupils are take on different roles, playing out and experiencing different 
contexts and characters. Drama here is most closely allied with participatory forms of 
theatre. Teachers have developed many interesting ways of teaching drama, most 
coherently through the use of drama conventions such as: hot seating, tableau, 
teacher-in-role where strategies, themselves often derived from actor training and 
theatre practice, are used to deepen pupil's engagement in dramatic role-play. (For 
more information see Neelands, J. 1990 Structuring Dramawork, CUP). Drama is 
often seen as an important and vital resource for personal & social education.  
 
 
Training secondary school teachers of drama in England 



To teach pupils of secondary age, teachers must have studied their chosen subject to 
degree level (BA Hons - Bachelor of Arts with honours) and then must have 
successfully completed a one year course in teaching their subject (PGCE 
Postgraduate certificate in education). Since May 1998 a series of standards have 
been set in areas such as class management, subject knowledge and application, 
assessment, ICT etc. which student teachers must pass in order to qualify. The 
amount of standards which are now set has led to a much more prescribed training 
nation-wide and reduced the amount of variability between teacher training 
institutions.  
Over the last decade or so drama has become more widely available at degree level 
and so teachers training to teach have often studied the subject at university. There 
still exists a strong tradition of drama being taught by teachers who trained as English 
teachers and have developed an interest in drama and may have received some in-
service training.  
Some local education authorities (LEAs) have a greater commitment than others to 
drama so training in this area for practising teachers is variable. A decade or so ago 
many LEAs employed drama advisors but over the last two decades government 
reform has prioritised spending on areas other than the arts and today only a few have 
specialist training and support for teachers. National organisations such as National 
Drama and the National Association for the Teaching of Drama organise regular 
courses and conferences in the teaching of drama. They are attended by teachers who 
are already interested and practising drama and who have successfully secured 
funding from their schools. Even where head teachers are supportive of drama, their 
ability to fund training may be limited by other demands upon schools' funds. 
However a survey published last year suggested that head teachers have a growing 
understanding and value for drama as a classroom subject as well as an extra-
curricular performance event.  
 
 
The role of the professional arts in drama education 
There is no formal requirement for all pupils to work with or witness the work of 
professional artists within their schooling. Seeing scripted plays in performance is 
advised at secondary school level and is a requirement of 'A' level study of drama. 
Predominantly pupils watch film versions of plays under study. 
However England has a history of artists working in education and of theatre 
companies leading workshops and other projects for children. Arts funding has been 
severely cut for Theatre-in-Education initiatives since the late 1980s and today only a 
handful of TiE companies are operating. Usually their work is part funded by, and 
therefore also shaped by, particular  agencies, such as health. Even with some funding 
schools often still cannot or choose not to employ such companies. A handful of 
education authorities and regions offer some subsidy, exceptionally some even 
promote and assist schools to engage artists as part of their arts curriculum, such as 
Cheshire and Warwickshire Education authorities. Some theatre companies have 
sought commercial sponsorship in order to offer schools subsidised access to the 
professional arts, the Royal Shakespeare company being one of the most well-known 
and successful examples of this practice. Additionally central funding for the arts has, 
in recent years, made greater demands on artists to consider and develop the 
educational profile of their work. Nonetheless for well over a decade, the effect of 
educational reform emphasising a more standardised core curriculum in Maths, 



English and Science combined with reduction in funding for the arts in education has 
been to limit the growth of the Arts in schools and of artists in school initiatives.  
 
 
Initial Teacher Training in drama at Warwick 
At Warwick student-teachers on the PGCE English and Drama course spend about 60 
hours training to teach drama to pupils aged 11-18. The course trains students to teach 
drama within English and drama as a discrete subject including GCSE and 'A' level 
examination courses. Educational reform over the past five years has increased the 
amount of time that student-teachers are required to train in school and involved 
practising teachers more fully in the process of training. The consequence has been to 
reduce the amount of time students are in the university. Their course embraces the 
study of drama as a National Curriculum, extra-curricular and examination subject. 
Individual sessions are given on areas such as planing a drama curriculum for 11- 14 
year olds, teaching examination courses, devising with students, working on scripts, 
teaching Shakespeare, teaching dramatic literacy, running a drama department. 
Additional optional sessions are offered in areas such as using video cameras, 
operating stage lighting, planning a school production. 
 
At Warwick student-teachers are taught largely through practical workshops which 
combine modelling of the classroom situation (student teachers working as pupils and 
lecturers as teachers) with an analytical frame. They are encouraged to develop their 
understanding of drama, to learn strategies and materials appropriate for enabling 
pupils to learn about the range, purposes and value of drama. Teaching strategies in 
drama frequently derive from actor-training.  
 
At Warwick we have a particular commitment to building relationships between the 
work of children in drama and the work of performers in theatre through research 
interests of tutors. We have a strong relationship with the Arts Centre, a professional 
performance venue at Warwick University. Our students study live performance and 
work with visiting artists, theatre practitioners and theatre in education practitioners. 
A theatre company and a youth theatre group are based and rehearse at Warwick in 
return for performances, and work with our students. In our undergraduate degree 
programme for primary student-teachers, students work on an extended project with 
professional artists designed to develop their understanding of devising processes and 
to develop their own confidence as art-makers who will in turn influence and train 
children in drama. A typical one year  postgraduate programme will involve at the 
following opportunities for students training to be enriched and shaped by the work of 
professional artists:  
(I) with our resident youth theatre group, Bare Essentials who have an international 
reputation for their experimental and original work. The children lead a workshop for 
the student-teachers to give them an idea of the child-led self-directed ways in which 
they work. The company performs its current piece. Students also have access to 
observing their rehearsal process. 
(II) with our resident theatre company, Triangle. Students might receive a workshop 
on devising for older pupils 
(III) with the English Shakespeare company, students might see a workshop-
performance programme and / or work with their education director to learn the kinds 
of strategies which they use to teach pupils about Shakespeare plays in performance. 



(IV) with Theatre-in-Education companies students may see workshop-performance 
programmes 
(V) with a visiting artist who themselves works with children such as a performance 
poet / storyteller / dancer students might learn the skills they use to develop 
performance poetry / stories / movement work with young people. 
 
Staff have links with artists in the region and are looking to develop the involvement 
of professional artists in their undergraduate and postgraduate training programmes. 
Recent intensive and prescriptive educational reform which has focused upon teacher-
training has impacted upon our freedom to develop such initiatives, but we remain 
committed to developing these aspects of our teacher training. 
 
 
In-service training of practising drama teachers at Warwick 
At Warwick tutors are regularly employed by local education authorities to work as 
advisors and trainers for groups of local teachers of drama. The programme for such 
training is negotiated between inspectors, the teachers themselves and the trainer. 
 
Teachers may also train by undertaking additional postgraduate courses in drama and 
drama in schools. Warwick runs a diploma in Drama and Education and a Masters 
courses in Drama and cultural education. Here teachers develop an understanding of 
theatre form, its cultural roles and its position and potential in English schools. The 
training is predominantly through lecture and seminar but involves some practical 
training too. 
 
 
To conclude: 
England has a relatively long history of drama in schools dating back to the 1950s. Its 
development has been shaped and encouraged by the tradition of theatre for children 
touring into schools, by Theatre-in-Education companies touring performance-
workshop / participatory theatre into schools, growing interest and expertise in 
Drama-in-education, the growth of educational outreach work initiated by theatre 
companies. However since the introduction of the National Curriculum in England in 
1989 and on-going government reform, schools have been experiencing regular 
change and are regularly inspected to ensure compliance with government orders. 
Drama in schools has consequently experienced and is still undergoing considerable 
change.  The current focus of reform is in the initial training of teachers (ITT) and 
institutions like our own are being inspected by OFSTED, the office for standards and 
training in education, to ensure that all teachers are being trained to meet government 
requirements. The focus on a common, school-based training has reduced the 
opportunity for locally specialised training in drama to develop. At Warwick, for 
example we are seeking to develop opportunity for students to train in participatory 
drama teaching and to naturalise the experience of pupils and teachers working with a 
range of different kinds of professional artists. 



 
 
Ideas and objectives of a European drama training  
 
Some quotations... 
 
'You should believe in a meaning of life renewed by theatre'. 
Antonin ARTAUD, The theatre and its double 
 
'Each art contributes to the greatest: the art of living'. 
Bertold BRECHT, Small Organon for theTheatre 
 
'Each time you make an effort, each time a particular renewal appears at the theatre, 
at any time and in any country, this is due to amateur players (...). You should not 
blush because you are an amateur. You should wish that every artist, even though he 
is at the top, never stops being an amateur during his career, provided that you give 
this word its full meaning: someone who takes delight; someone who does not 
cultivate art for ambition, for vanity or for greed, but only for art's sake; someone 
who subdues his whole person to this pure passion and makes vow of humbleness, 
patience and courage'. 
Jacques COPEAU, Registres I 
 
Creed 
'You do not watch a drama work as you watch a picture, for the aesthetic emotions it 
stirs, but you really live it. I have no aesthetic parameter, I do not feel I am bound to 
any age of the past, I do not know any of them and I am not interested in any of them. 
I just feel I am deeply involved in a particular time which is mine and the one of the 
people who live around me. I think that barbarism can be put beside sharpness and 
drama beside guffaw, I believe that unity comes to light thanks to contrasts and the 
more important such contrasts are, the more tangible, real and lively this unity 
becomes'.  
Tadeusz KANTOR, The independent theatre 
 
'When theatre can or is able to welcome, thanks to the choice of the works, to the 
price of the tickets and to the facility of any kind of access, poor as well as rich 
people, then you notice that everyone, however low his wage is, can get a place 
among those who judge and those who read'. 
Jean VILAR Conference 1963 
 
'I think you can make theatre with anything. There is nothing you cannot say through 
theatre. By definition, theatre is the place in which you can say anything, do anything, 
tell anything'. 
Antoine VITEZ, Entretien, 1975 
 
 
 
Some notes... 
 
We are going to start by discussing the artistic aspect of drama. Until recently the 
French have insisted on education being about the art of drama, and it is exactly this 



word, 'art' which we are interested in: the artistic and emotional response of the 
audience, the artistic creativity of theatre practitioners and performers. 
 
From a creative point of view, approaching drama as an art means classifying it 
within arts education. Nevertheless drama presents a paradox: on the one hand, it 
regularly features within the curriculum of secondary schools; on the other hand there 
is no syllabus nor qualification in drama in French schools. It is only at university that 
students have the opportunity to study drama, but such courses are not concerned with 
training teachers to teach drama. 
The peculiarity of the teaching of drama in France is based on the idea of partnership 
between teachers of any subject and people working at the theatre. This system offers 
a great range of possibilities which on the one hand mean that the real richness of 
drama can be understood, but on the other hand limit any large-scale presence of 
drama in schools. This system tends to ignore the educational and social role drama 
can play for pupils, which is, by contrast, the most important feature of drama in 
Britain. 
Nevertheless this aspect is almost always part of the theatre work and discourse, 
albeit only implicitly. You cannot help noticing the positive effects of drama 
activities: social, psychological and collective. 
Therefore, the question is to define drama as a subject to be studied. So, we propose 
the following aims. These are not exclusive, on the contrary, they over-lap and inter-
relate due to their complementary nature: 
 
1. In order to develop awareness of theatre through schools: 
- legislation; 
- pro-activity, engaging interest through doing drama; 
- initial training or updating courses for teachers, animators and actors; 
- developing awareness in institutions; 
- documenting every project; 
- motivating; 
- going to the theatre; 
- practising as an audience; 
- rehearsing plays; 
- introducing the study of performance texts; 
- reading theatre texts; 
- studying the theatre as a space and environment; 
- theatre as a place of freedom; 
- integrating theatre into learning about citizenship  
- self-discovering and discovering other people. 
 
2. In order to teach drama at school: 
- theatre text as a specific text within literature; 
- theatre performance as the final object of theatre practice; 
- theatre practice (performance, setting, lights....); 
- performance reception 
- theatre place; 
- history of the art of theatre. 
 
Proposal 



In the following pages we are proposing a scheme for analysing theatre performance. 
It is as an example of a methodology which might enable students to analyse how a 
performance is appreciated. 
 
Proposal for a scheme for analysing theatre productions 
Types of staging   
Relationships between actors and audience: 
- Italian-style stage, raised from the ground, proscenium arch?/stage (mantello di 
Arlecchino), curtain; width, depth, height, flies, understage (some openings are 
possible), e.g. the 'Richelieu' at the 'comedie Française; 
- modern front stage, raised from the ground, without proscenium arch, with or 
without curtain, width, depth, height; flies, understage, e.g. the Theatre de la Ville; 
- traverse stage (audience on both sides of the stage). Scene on the ground or raised 
from it. Neither flies, nor curtain; 
- partial in-the round, as the ancient Greek theatre or the Elizabethan theatre (thrust 
stage)  e.g. Bouffes du Nord; 
- theatre-in-the-round, either raised from the ground or not, as at the circus. 
 
Stage 
- use of a fixed structure, with or without change, as the Vieux-Colombier  by Copeau 
or the Bouffes du Nord  by Brook; 
- bare stage with back of the stage and light cloth (usually black velvet) wings; 
- bare stage with bare scene through which the technical staging can be seen; 
- painted drop-curtain setting; 
- setting structured according to geometric pattern; 
- completely realistic setting (exact reconstruction of a room in a flat) or partially 
realistic setting (only some elements in order to let the whole make sense); 
- setting representing inner or outer places (place, street); 
- figurative-metaphoric setting, as in O i bei giorni!; 
- unique setting, without changes; 
- multiple setting (changes on the scene). 
- Characteristics of the floor: 
- bare floor; 
- carpet, fitted carpet, tiles, box; 
- natural materials: sand, earth, water, straw etc. 
- Closed space or space opening on other spaces; 
- opening signalised by doors and windows used by the different characters who 
come on stage or go out of stage. 
 
Scene changes: 
- invisible changes: action on the stage is stopped by curtain or blackout; 
- visible changes in full light or in light and shade; 
- changes taking place during the theatre play or interrupting it; 
- mechanical changes: from the flies or from the understage, moving or turning 
panels, turning floor; 
- manual changes: 
 - by stagehands; 
 - by actors (outside the action) 
 - by characters who are involved in the action: e.g. the opening and closing of 
the shutters in the Electre by Vitez; 



- changes due to the lights or to the projection of lights: e.g. projected forest. 
 
Time: 
- fictitious length of time = real length of time (this sense of parity can be made 
stronger by the presence on the stage of a clock working in real time); 
- fictitious length of time longer than real time; 
- the interruptions of the actions on the stage make the audience aware of the fact that 
time is passing (curtain, blackout, change of the scenery, stage remaining empty) 
either with music accompaniment, or without it; 
- changes in the lighting: dawn effect, midday, thunderstorm (dimming, lightning), 
twilight, night; 
- sound setting: cockcrow, thunders in Electre; 
- costume changes: summer and winter; 
- changes of one or more elements on the stage: e.g. the tree in leaf in the second act 
of Waiting for Godot; 
- change of the position of the character on the stage in O i bei giorni!; 
- physical change, ageing, changes in the characters' behaviour and way of being in 
the different sequences; 
- historical time given by: 
 - textual inscriptions (projections and posters as in Brecht's works); 
 - words spoken by the different characters; 
 - settings and costumes (e.g. costumes Louis XIV); 
 - disconnection between spoken signs and visual signs (e.g. Le 
 Misantrope  played in contemporary costumes); 
 - cyclic time shown by the repetition of the same spoken and/or  visual 
signs (e.g. in Beckett's works). 
 
Rhythm 
- Swiftness given by: 
 - characters frequently coming on stage and going off stage (short  scenes); 
 - characters coming on stage and going off stage at a run; 
 - hurried displacements during a scene; 
 - characters' agitation; 
 - quick elocution; 
 - stroboscopic light effect; 
- Slowness given by: 
 - long scenes without changes of the characters; 
 - length of the characters' speeches and actions; 
 - characters' static, stately attitude; 
 - wide, 'noble elocution, 'dramatic' style; 
 - 'cinematographic slow action' in the gestual movement. 
 
 
Objects on the stage 
 - rare objects / numerous objects; 
 - useful objects for the setting (boxes containing cans of beer in order to 
 represent the tavern in Le Baladin); 
 - objects used by actors as optional (a spade in Le Baladin); 
 - objects used in a realistic way (a chair to sit down); 
 - objects used in a metaphoric way (a stick instead of a sword); 



 - objects used in a metonymical way (a part of them as a symbol of the 
 whole: in Electre, the bed is Electre's world, the coiffeuse is 
 Clytemnestre's world, the table is the chorus' world). 
 
 
Music 
- live music on stage; 
- recorded music on / or off stage; 
- original music (written specifically for the performance); 
- pre-recorded music, re-edited to form a soundtrack ; 
- music used in order to bind the different sequences (e.g. during the changes of 
scene); 
- music which intervenes during the theatre action; 
- music which is integral part of the situation (e.g. music for dance in the third act of 
the Cerisaie). 



Universite de la Sorbonne Nouvelle: The Institute of Theatre studies 
 
Drama is an established area of study at the Paris III University. The teaching staff 
comprises lecturers, senior lecturers and teachers on annual contracts. Most of those 
teachers are theatre professionals. The Institut d'Etudes Theatrales (I.E.T.) was 
created at the Sorbonne by Jacques Scherer in 1959. In 1968 it became U.E.R. 
(Teaching and Research Unit), which was independent. Nowadays its name is U.F.R. 
(Training and Research Unit) at the University Sorbonne Nouvelle (Paris III). The 
U.F.R. d'Etudes Theatrales has at its disposal an important library teaching and 
research library , the Gaston BATY library, and a little hall. Both of them are 
equipped in order to be able to host practical work (hall 25, ground floor). 
 
Orientation 
The institute's is concerned with teaching about and researching certain elements of 
drama history and theory. In order to achieve this goal, the institute offers university 
level courses in the Arts for teachers and students. There are two aspects of our 
courses: the practice of analysis (of texts and of performances) ;and technical as well 
as creative activities (workshops and work experiences). 
Thanks to the co-operation of CNRS and other universities, the U.F.R. d'Etudes 
Theatrales is able to promote research concerning theatre and training for researchers. 
Those who study at the U.F.R. d'Etudes Theatrales are called upon to develop their 
knowledge and their reflections about different sectors: languages, arts, human 
sciences. They also attend some courses at university that are not organised by the 
U.F.R. d'Etudes Theatrales. 
 
Professional Openings 
Neither degree certificates, nor professional diplomas automatically give access to a 
career in theatre. Nevertheless, the specific courses proposed by university provide a 
professional training. In this way, they make it easier for students to come into 
contact with the different professions in theatre (performance, direction, setting, 
writing, criticism, administration, public relations...) or with different jobs related to 
theatre practice (professions concerning cultural action and animation, and in 
particular as far as school is concerned, jobs bound with education...). Nowadays, 
there is just one national professional school for theatre in Paris, the Conservatoire 
National Superieur d'Art Dramatique (in fact, the Ecole Nationale Superieure des Arts 
et Techniques du Spectacles, which was once best known as Rue Blanche, moved to 
Lyons at the beginning of school year 1997-98). Entry  to this conservatoire is 
selective, following a rigorous selection process. 
Studies at university level at the U.F.R. d'Etudes Theatrales are different from the 
others: they are more theoretical, but more open, too. Their diploma is highly a 
regarded qualification in terms of knowledge and reflectivity. Students can undertake 
this diploma before, during and even after professional training / experience. 
 
The I.E.T. does not find workplaces for its students. But, during their studies, it is 
able to help them develop their contacts with potential employers: such as theatre 
companies, organisations engaged in cultural activity, organisations working on 
initiatives supported by the Ministry of Education, the Ministry of Youth, the 
Ministry of Sport, or others. 
 



 
MANIFESTO OF THEATRE IN EDUCATION IN EUROPE 
 
Theatre is culture, freedom of culture and culture of freedom, game and fantasy, 
expressiveness and imagination. 
Theatre is harmony of languages, it is discipline, it is discovery of all human 
potentialities. 
Theatre can express itself through voice, body, gesture, silence, stops, sounds, lights, 
objects. 
Theatre tells stories, it expresses feelings and emotions and it communicates them to 
the audience. 
Theatre is not only passion and being passionate, but control and balance, too. 
Theatre opens new perspectives and points of view. 
Theatre is pleasant, unpleasant, funny. It can shock and give comfort, it makes people 
think and it raises their mood. 
Theatre is art, great playwrights, immortal works of the culture of the whole world, 
but it is dramatisation of little events, too. 
Theatre can be everlasting and universal, but it can also be an experience which lasts 
just few moments. 
Theatre educates as it is not dogmatic, it does not impose any rule, but its main rule is 
to create different aspects of harmony. 
Theatre should enter into education as culture, as language, as an opportunity to 
create. 
Theatre can be part of the study of literature, but it has to be studied on its own, too, 
as a means of communication. 
Theatre in education can be an instrument connecting different subjects. 
Theatre in education should be education for the students to become an aware 
audience. 
However it is presented in education, you should never forget that theatre is a 
pleasure and a game. 
Theatre culture is not for an elite, but it should be widespread trying not to exclude 
anyone. 
It is necessary to train teachers and theatre workers in order to make them aware of 
the role theatre in general plays in education and of the specific role theatre plays at 
school. 
In a world in which the importance of technology is growing, the culture of theatre is 
lively and dynamic and it is a duty of the school to transmit it to young people. 
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