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3  Editorial

Editorial

Editorial (English/German)

Editoril (English)

The first issuc of “Korrespondenzen” for the new
millennium is dedicared to a topic which may be
one of the most IMPOrant ones for the coming
rimes, if we are to experience yet a third millen-
nium in a world of increased conflict. | am refer-
ning to the ability to understand one another, for
which body and language supply communicative
channels complementing each other in various
ways:

At the subway entrance in downtown Arlanta an
.’lffi]-.‘xl”l’Tilalll .il,l]_'lll'h“. ]II.‘I.'. me "a'Ii‘l'l b E!rr’\';l.!rnf
heavy southern accent. Withour a chanece of un-
derstanding him, [ still knew what he needed.
Flickjoppe. No shoes. And the forehead a single
wrinkle, as Brechr writes in his “Legende” (leg-
end). 1 placed a bill in the man’s hand, yet | have
100 little of one thing: understanding. [ often ger
annoyed about that, bur whar else could be ex-
pected from someone who drives home to the
green suburbs ar night, and goes to sleep in a warm
house?

Once a year | believe to have a litrdle more of thar
understanding for the man ar the subway station.
-I-t1llt i.ﬁ an !}'ll.' I‘Hllllh T]u:ll'vl.{.l:.' I“I N""l’{'"llll‘[. al
Thanksgiving in America, afier spending hours
iil.\hjugnut food at a homeless shelter, Only few
words pass. My body practices its hand at giving,
The hurried gesture at the subway station, i'l.t.ui:rlg
out the dollar bill, digs a path into my conscious-
ness through the hundred-fold repetirive motion
“'i;l'ﬁ :I“: :ﬂ.l'l.l!'I L“.".E'. (‘ll'l Ill-'[' w.l:f' ]1[.'"]]: [ (4] ‘I]c E[l.'cl]
suburb, | ask myself what | occupied my time
with during the rest of the year? And, yet another
gesture helps me understand: It is the hand of the
homeless on my shoulder who, now relieved from
hunger, proceeds 1o leave the soup kitchen.

In my understanding. the coneributions to this jovr-
nal ereate simsilar thought-proveking impressions,
because they also practice give and take: beqween
_,I'Brﬂ:g'n J’:tﬂg:mgﬁ and cultures, whose exiseence and
differences are not only a question of gesgraphic ori-
gin (Tim Callins), but equally as much of poalivical

{(Nick Oy, Stephanie Kleimwegener), social (Warren

Linds), cideural-aesthetic (Peter Spoerl, Eduardo
Cabrera), historic-biagraphical (Annetta Meifiner),
and individual-emarional (Marla Levensrein), na-
ttire.

Gerd Brduer

My gratitude goes out to the contribusing American and European au-
thors who ereated practice fields for dealing with these aforementioned
problems of verbal and non-derbal communication in order 1o nurture
7 r;rfrmsmrff'ug. tipon which we as readers are invited to participate;
After afl, it tabes more than eﬁi.fu'ng ouf _ﬁnm' on J'm.lrfr.fd}, in a homeless
sheleer,
The contributions made for this special edition by drama educators
fram (ar least) two different worlds don't only illustrare, bur also
embody intercultural learning - with the purpose of not only getting
better acquainted with each other, bur also to encourage under-
standing amongst one another (the contributions for this issue are in
English, the summaries in Germant), as well as to promore coopera-
tion berween theater and drama education in America and Europe.
The following last remark refers to the photo which Arwed Messmer
{Berlin) was kind enough o supply for the cover: Part of learning ro
understand is the feeling of losing or getting lost — in regard to some-
one or simply to the unknown. Bur we only lose unril we realize a
gain within the loss. After all, picking a bone with someone can be the
result of a delicious meal rogether. In this sense: Enjoy your reading.
Gerd Briiuer (Atlanta)

My thanks goes also to the people who helped “behind the scene:”

Kourtney Kuss and Soraya Bailey (Atlanta), Gerd Koch and Marthias
Schilling (Berlin),

Vorwort (Deutsch)

Di: Crsic A‘uﬁglb{ Yon Kﬂfﬂ:ﬁpﬂﬂdl‘ﬂ“" il“ neucn Jﬂilrfuusﬂ"d

widmer sich einem Thema, das vielleichr eines der-wichrigsten des

neuen Zeitalters sein wird, wenn wir in dicser immer kenfliktreicher

werdenden Wele auch noch ein drirtes Jahrrausend erleben wollen. I
Ich spreche von der Fihigkeit des gegenseitigen Verstehens, woliir

Kérper und Sprache kommunikative Kanile darstellen, die einander

auf vielfiltige Weise erginzen: Vor dem U-Bahnschacht in Downtown r '
Aclanta spricht mich ein Afroamerikaner im breitgeflossenen Akzent ‘
der Sildstaaren an. Chancenlos; ihn zu verstehen, weill ich trotzdem,

was er brauchr. Flickjoppe. Keine Schuh./Und die Surn cine cinzige i
Falre, schreibt Brechr in seiner .Legende®, lch lege dem Mann cinen

Schein in die Hand, und habe doch von einem zu wenig: Verstind-

nis. l
Ofe drgere ich mich darliber. Wie aber kisnnte das auch anders sein |
bei einen, der abends nach Hause fihre, in die griine Vorstade und |
sich in seinem warmen Haus schlafen lege?

Einmal im Jahr meine ich, mehr von diesem Verstindnis fiir den

Mann am U-Bahnschache zu besitzen. Das ist am vierten Donners-

tag im November, Thanksgiving in Amerika, nachdem ich im Ob- '
dachlosenheim stundenlang Essen ausgegeben habe. Dabei fallen !

nur wenig Worte. Mein Korper iibt sich im Geben. Die fliichrige




Editorial (English/German)

Geste am U-Bahnschachr, die Dollarnote in der Hand, gribr sich
durch hundertfache Wiederholung mit der Suppenkelle einen Weg
in mein BewuBtsein, und wenn ich am Abend wieder in die griine
Vorstadt fahre, l'rage ich mich: Womit war ich cigrnrllch in der
restlichen Zeir des Jahres beschifuge Und da ist noch cine Geste,
die mir an diesem Tag das Verstchen edeichtert: Die Hand derer auf
meiner Schulter, die, gesitrige, die Suppenkiiche wieder verlassen.

Die Beitrige dieses Heftes vermiigen dhnliche Eindriicke herzustel-
len und Uberlegungen zu provozieren, denn auch sie itben sich im
Geben und Nehmen: zwischen fremden Sprachen und Kultren,
deren Existenz und Unrerschiede niche nur eine Frage peographi-
scher Herkunft (Tim Collins) ist, sondern ebenso politischer (Nick
Oy, Stephanie Kleinwegener), sozialer (Warren Linds), kulrurell-
iistherischer (Peter Spoerl, Eduardo Cabrera), historisch-hiographi
scher (Annema Meifner) und individuell-emotionaler (Marla Leven-
stein) Matur

Es ist den amerikanischen und europiischen Autorlnnen dieser
Beitrige zu danken, daB fiir den Umgang mir jenen Schwierigkei-
ten des Verstehens und das Produzieren von Verstandnis Ubungs-
felder (z.B. Cabrera) angelegr wurden, auf denen wir Experimente
mit einer Vielfalt von Handlungsmustern erleben kiinnen und ein-
geladen sind, davon ciniges in dic cigene Praxis zu iibernchmen: Es
brauchr eben mehr als feiertigiges Essenausgeben im Obdachlosen-
heim.

Dic hicr versammelten Beitriige von ThearerprakukerInnen aus
{mindestens) zwei verschiedenen Welten bilden interkulrurelles

/Hndluﬂnfurmﬂon
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Lernen nicht nur ab, sie verkrpern es auch (z.B.
Linds, Levenstein) — mit der Absichr, einander
nicht nur besser kennenzulernen, sondern auch zu
verstehen (die Beirrdige sind diesmal auf E'.ny,fi“.'h.
dic Zusammenfassungen auf Deutsch) und - lin-
gl'rl'ri\n::, (durch Kooperation rwischen Amerika
und Europa?!) - fiir dic Arbeit der Anderen Ver-
standnis zu I'mnluaik-n'n Um mit dem Motiv des
Fotos zu sprechen, das uns Arwed Messmer (Berlin)
l't’llrldiii‘hcl M'L"_'i_'\-l;,' I|.|'| "_{i.'l'l L"l.""\'.|'||..1:.'_'|I '.ill*."‘r."' I 'L'F["
zur Verfilgung gestelle har: Zum Verstehenlernen
!.;{'F'I.UI:! auch das Gefiihl des (Sich) Verlierens — an
den Anderen, an das Fremde. Wir lassen Federn,
|.|l."< '\\'jl ;[Tl .'i.‘.'rl'li"'! .l'l.]LII ‘.'illf_']'l I;L'“'rrlrl E!L'JI!L'rlu'n.
Oder anders gesagr: Ein Hithnehen rupfen kann
M.FI]ii.'!;J]ILll df.'l .“I.[r.l.l:lL! \!_l.ll h.lr L'il] Srllifi”ﬁ.ll’”(’ﬁ
Festessen. In diesem Sinne: Viel Genuff beim Le-

sen!

(erd Briver (Ardanea)

Herzlichen Dank auch an all dicjenigen, dic zur
technischen Herstellung dieser Ausgabe beigerra-
gen haben:

Kourtney Kuss und Soraya Bailey (Adanta), Gerd
Koch und Matthias Schilling (Berlin).

Diplom-Studiengang Theaterpidagogik

FH Osnabriick bietet zum Wintersemester am Standort Lingen
neue Aufbaustudienplitze an.

Anmeldungen bis zum 07. 07. 2000 an die
Fachhochschule Osnabriick. Sandort Lingen.Am Vall

Lingen/Osnabruck Sud |6,49808 Lingen,Tel.:0591/91269-1 |;FAX:0591/ |

Zum Wintersemester 2000/2001 bietet die Fachhochschule Os-

91269-91. |

nabrijck am Standort Lingen (Ems) zum dritten Mal den Aufbou- | Informationen: ebd.

 studiengang “Theoterpadogogik ™ an. Das viersemestrige Studium mit dem

"wermit- | Besuchen Sie uns auch im Internec
www.el fh-osnabrueck.deftheater

Die Aufnahmeseminare finden in der Zeit vom
10. bis zum 14.07.2000 stact.

' Projektwoche vom 18.09.-22.09.2000

J
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5  Spelunkenpidagogik

A Personal Account of Dramatic Performance in the Foreign Language Classroom

A Personal Account of Dramatic Performance in the
Foreign Language Classroom

Zusammenfassung:

Peter M. Spoerl macht darauf aufmerksam, dass
in den letzren Jahren im Rahmen US-amerikani-
scher Hochschulbildung der Begriff der Cultreral
Performance zum Schliisselkonzepr der Theorie des
kultrellen Austausches geworden ist. Auch in der
Lernatmosphiire des Fremdspachenunterrichrs
entstehe eine solche Art der kulturellen Darstel-
lung, cine, wie Spoerl sagr, selsame , Bauchrede-
kunst”, bei der Studenten ihre eigene Kultur auf
den Bildschirm des Fremden projizieren. An Hand
Eillff hllld"l]ll'[l | |'|.\.|".I.'Ili.l'[ li[ig WM n'.\ul [lll.]]. hl:l][ll[:‘-
lers Der griine Kakadu® argumentiert der Autor
fiir das enorme PPotential dramatischer Methoden

il'l'l .".'l!](‘i}'_"'l11]ﬂg‘u|,}!'lllt"; Yoan I"It'!‘l'ld‘i.i\[.lt'l'll:‘]!.

In recent years, a number of scholars working in
:hf “['I.Ii'n |.I1 ﬂ}}i’l;['(i Iil!glli"\'il.\,\ .;Il'l.l,i ‘H:l.l]l'lli L'ET'l'
guage acquisition have focused their attention on
the use of theater and dramaric rechniques within
the second language classroom. In many ways, this
is merely one discipline’s logical reflex to a broader
array of conceprual re-orientations thar are taking
place within the intellectual climate of post-
modernism. One discerns a paradigm arriculation
of sorts taking place within Drama departments,
for example, where one distinguishes beoween the
tradiional rubnc of * Theater Studics™ and a study
of performance more broadly construed, a re-
orientation that has posed a number of questions
with fascinaring and far-reaching implicarions for
l.l'l[' IJT!E‘I.I:IEI.' ([T ]:IL'r." 1I-I'IIE?.1 Wes o :IIE ]}.;ll iii.'lj-
larly petformarive nature of the second language
learning environment, where issues of subjectivity
{who 15 the speaker and why are they speaking?),
audience (how do listeners make sense of the speak-
er's words?), location (what is the site and how
does it determine/prescribe modes of discourse or
communication?) and conventionality (how are
cerrain culwurally-bound meanings produced or
negotiared?) are primary considerations for the
instructor. In a very real sense, the foreign lan-
guage classroom is a crass-cultral theater where
the students are spect-acrors and the wacher a yype
of director. This parallel is nor a mere canceir or

Peter M. Spoerl

Rollin: Sein ;!u'fffn Leeriren Sie den Unterschied so genau, Chepalier?
{correce quotes)

Albin: Immieriin.,

Rollin: lch niche. Und was ich bier so ﬂgmm'mﬁrf: ﬁmf.r. fir, :ﬁf_ff alle
scheinbaren Unterschiede soznsagen anfgehoben sind, Wirklichkert gelt
in Spiel iber — .'E-‘p.-'rf in Wirkfichkeir.

Arthur Schnirzler, ,Der griine Kakadu™

offshoot of the enduring trope of the shearrim

munddi. Foreign language learners rehearse given

texts and pay close atenrion to issues of pronun-

ciation and intonation. They learn different lin-

g‘lliﬁli‘: Il:gll\ll,'r\ E!I{i damne .l\'-igl'lﬂl ll.irlil:lll.ll' tl‘l]ﬁ

appropriate to given socially interactive situations.

They pay close attention to non-verbal and gesrural

forms of communication. In short, they are asked

to use their imagination to transfer their own cul-

tural identities onto a new matrix of meanings and

cultural pracrices.

The applicability of certain dramatic techniques to

forcign language acquisition has long been recog-

nized. Most of these revolve around psychological

factors, which facilitate communication in the

new language. Extemporaneous expression in the

foreign language classroom resembles a type of

dramaric improvisation and scems to both lower

inhibitions and ameliorate the so-called “affective

filter.” Stagefright and Lampenficber have been

shown to provide the student with greater motiva-

tion to practice an utterance, and performed dia- i
logue seems to increase interpersonal empathy.*

3‘“ I'l:lr. “}!E-I‘Iﬂy. iI'li'“'l. .\i‘it!-. CENTIImL |'Ii:-!t;\"c L7 J
narios and other forms of sirategic communicative |
interaction are a staple of entry-level and first-year !
instruction. Less attention has been paid, however,

to the staged production of literary and dramaric '
texts. Such productions scem especially well suited

1o upper-intermediate and advanced language

learning environments.

In this paper, | will use a personal account of my

recent cxperiences teaching a special unir of fourth

semester German (upper-intermediare?) ar the » '
University of California at Berkeley to explore s




some of the unexpected pedagogical surplus of
" actually blocking, staging, rehearsing and then
finally performing a dramatic text. My sense is
that the experience of putting on a play was greatly
l rewarding for the students, and that performanece
in its more traditional sense holds great potential
for sensitizing foreign language learners to the
performativity involved in learning a new lan-
guage in general. In particular, | would like to
present performed texts as a way of creating inter-
cultural spaces, productive interstices which allow
a given text to resonate with the personal experi-
ences of students within their own culture. Bring-
ing the text to life encourages the students to es-
tablish linkages and correspondences berween two
cultures that might have otherwise remained ob-
scured between the lines, In adopting and per-
forming a given role within the play, students
invest the rext with a corporeal dimension, which
enables them to inhabit the work's internal logic
and literally move within its imagined structures.
This has the felicitous effect of pointing to the
shifty and often porous line between performance
on-stage and cultural performance wrirt large, a
process thar can encourage students to view them-
selves as actors in a very literal sort of cultural
“production.”
| “German 47T has had a brief but highly successful
history here ar Berkeley. The course fulfills all of
' the departmental requirements for the major se-
quence and uses the same fundamental grammar
texts, The main difference beoween it and the
other sections of German 4 is the play, which serves
as a sort of final project for the students. During
the course of the semester, students read texis
culled from a wide variety of registers and genres,
but they continue throughout to rehearse and
block an actual German play, which they are 1o
perform for an audience of their relatives and peers
at the end of the semester. The department pro-
vides a modest budget for the production, which
is then supplemented by voluntary donations at
the door.
Indmpw; syllabus for the course, | tied 10
select a variety of texts thar would directly
:hm:iﬂ!lunﬁm-tbm line berween actors and
their audience. The hope was to draw the student’s
attention 1o the performativity of communicating
e _ d]mughmmmhi:ﬂnn of
way of another ﬂ:p]ucml the
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nature of performance and the unique covenant
that seems to exist berween actors and their audi-
ence, that particular suspension of disbelicf that
characterizes the artitude of whom Brechr rermed
the dramatic spectatar. German literature is par-
tcularly rich in examples of texts that in some way
foreground the performarive process and
problemarize the relationship of actor to characrer.
I started the semester with Gryphius' Perer Squentz,
moved to late Romanricism with Ludwig Tieck’s
Drr_-;{r’:ffr_ﬁ'frr‘ X}Hrr, 'Lm.'rl,]:iml excerpls ﬁ{l]]l Tlm-
mas Mann's Die Bekenntniste des Hochetaplers Felix
Krull and Peter Handke's Publikumsbeschimpfung,
and supplemented these texes with selections from
Brechr's Kieines Organon fiir das Theater.
In keeping with the nature of the course, | wanted
to have the students prepare a piece that would
playfully address the shifiy frontier between audi-
ence and ensemble. Enrollment figures for fourth
semester German courses often exceed fifteen
students, so | needed a piece with a large ensemble
cast, preferably wich fairly evenly distributed roles.
There were other considerations as well. After
consulting with the two graduare students who
had taught the course before, | decided to look
ameng onc-acts and shorter sketches. By all ac-
counts, the h:ng[h of most three- or five-act plays
was simply too ambitious for purposes of memori-
zarion. In selecting a shorter picee, | hoped to be
able to pur ogether a more polished end product
and accommodare the students’ busy end-of-se-
mester schedules. The one-act has been developed
by a number of German authors, and 1 considered
works by Brecht, Diirrenmart, Hildesheimer and
Dorst. Finally, though, it seemed thar the clearly
indicated piece would be Arthur Schnitzler’s Der
griine Kakady,
Written in 1899, Der griine Kakadu is an intricate
and layered sacirical playlet, a sort of play within a
play thar calls the assumed distinction berween
pln}' and reality into question. It seemed particu-
larly well suited to the sort of investigation of
language’s performativity that 1 was looking for.
Sevin Paris on the eve of the French Revoluton,
the play rakes its title from the name of the cellar
bar in which all of its action rakes place. Prospére,
tormer dircctor of a thearer company, is now the
proprictor of the Green Cockartoo, a shady cellar
tavern that is a sort of cabaret dinner theater for
the nobility. Aristecrats and nobility come to sit
amongst P'rospére’s former players, who acr the
roles of thieves, murderers, scoundrels, rogues,
pimps and prostitutes. This peculiar and Rabelai-

. sian arrangement allows Prospére to disguise his
j 8- polmui convictions as farce and insult the nobil-
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ity with impunity, and at the same time affords
the nobility the “pleasant tickle” of safely slum-
ming with the lower castes. As it develops, the
picce plays with the line berween thearer and real-
ity and the Green Cockaroo emerges as a sort of
anti-illusionist watering hole. The nobility is taken
to task for their inability to regard art as anything
mare than sensual diversion, while the actors are
gently chided for their propensity to aestheticize
their own political agency, thus rendering it impo-
tent.
The students read the play after che third weck of
class and were asked to consider roles that they
mi.ght be interested in playing. This led 1a the first
of many conflicts that | would encounter during
the semester between my role as German teacher
and my new and unaccustomed roles as director
and actor. Afier inially telling the students that
rl‘l.‘.':l.' .ﬁl‘\l.-lllll'i fhl’]ﬂﬁ(‘ al r(ll(‘ fﬁr thfmﬁl_‘]'lrfsl I dﬁidfd
to exercise my executive directorial prerogarive
and cast the play myself. 1 felc thac I knew the rext
better than most of the students, was familiar with
their ntlrngﬂﬂ. and weaknesses from their written
work and private conferences during my office
hours, and was the best equipped to decide which
student should be in a given role.
My h.‘l.‘.[:l' casting, Putseh was met, however, with
howls of protest and led to a near mutiny among
the students, After two weeks of close work with
the text, a number of them had developed identifi-
cations with particular characters and felt strongly
abour their choices. Part of my desire o cast the
play myself lay in the hope of precluding conflices
and hurt J"t':.'lin];s among Ihr .'-Elull'lll:.. since | was
sure that certain roles would be hotly contested. In
the end, we struck a sort of compromise whereby
eiach student picked three roles that they would be
willing to play, and we were able o negotiate the
distribution with a minimum of bruised pride.
Only one role, thar of the glamorous and disaf-
fected fermmie fazale, had 1o be sertled by audirion,
and this was accomplished by a secrer ballor vored
on by all of the students. The experience reminded
me above all that at the end of the day 1 am a
teacher and not a director. The success of our group
venture would ultimately be judged by its peda-
gogical rather than artistic merits.
From early on, however, it hecame clear that my
students had read the text more closely than | had
initially given them credit for. To a large extent,
the distribution of roles stood in close correlation
with our classroom dynamic, which led to won-
derful discussions about the affinities between
characrer and actor and their murual constitution.

Some of these correspondences were truly delighe-

ful. Prospére was played by a young woman who
was in many ways the “director” of the students,
the student who always led conversations and gave
inpur as to how o improve others’ perfnrm:mces.
And the part of Albin, a young and naive aristo-
crat who is totally confused by the topsy-turvy
atmosphere at the Cockatoo, was ably filled by a
woman whao felt somewhat challenged by “Ger-
man 4" and often complained that she couldn’t
follow the in-class discussions. In a conference
d::ring my office hours, the student told me thar
she enjoyed playing the part precisely because it
spoke so directly tw her diffidence in 5pr:|kh'|g
German. She felr she could idenrify with Albin
because he shared the same sense of disorientation
she felt when trying to form sentences in the for-
eign language. This became a running joke during
the course of the semester. Whenever the woman
felt she couldn’t follow a discussion in class, she
would interject one of Albin’s typically frustrated
lines; ,[as alles verwirre mich aufs hischste!™ or
Das versteh ich absolut niche!™ This illuminared
connections berween the rehearsals for the ph}'
and the experience of learning a language which
several of the students remarked upen in their
weekly journals.
The selection of a venue for our pcrfurm:n:.:s
occasioned an unexpected insight into the com-
plex and deep structure of Schmigzler’s text and the
multiple meanings of some of its language. Since
the play is set in a basement bar, and preserves all
of the typically Aristotclian unities of time, char-
acter and space, we settled on the performance
space of an improv theater which is housed in the
basement of a local pizzeria, “The Subterranean.”
This turned out w be a space perfectly suited w
our purposes. We had to make virtually no changes
to the stage configuration; the hall we rented was a
basement bar, and the setting outlined in the stage
directions described the space at our disposal to an
almost eerie degree.
As it turned out, however, the “Subterranean” was
an apt choice for reasons thar we hadn't antici-
pated. During one session, one of the students
asked me about the genre of the play, which
Schniteler refers to as a ,Groteske in ¢inem Ake.”
When asked to talk abour the genre of the gro-
tesque, | replied thae the designarion referred o
any sort of satirical or parodistic picee with a sort
of revue character, usually a vehicle for social cari-
cature, | found my inital impressions confirmed
when | consulted Wahrig, which defines eine
Grateske as eine derbkomische, niirrisch-sclsame
ﬂi-:hmng‘in Prosa oder Versen.™ But a closer
look ar the word's etymology revealed thar Schnitz-




ler may have had more in mind with his choice of
sciting. Deriving from the lialian “eriesce, "and
shortened to " Groite,” the word is closely related
to the modern English “grotra” and originally
referred 1o the wall paintings found in the caves of
ancient Roman burial sites. At several points in
the play, Prospére is referred to as the , Spelunken-
wird” and his establishment as .efme Hable, " It
appears that Schnitzler, aware of his genre’s etymo-
logical heritage, put his grotesque in a cave for
very deliberate and playful purposes. That we had
picked out one of Berkeley's dingiest dives 1o stage
our production only contributed 1o the cross-
culrural irony of the experience, and gave an added
resanance to several references within the work
thar were lost on neither students nor audience. At
one point during the play, for example, one of
Prospére’s troop surveys his surroundings and
declares Hier ist ja doch nur eine Schmiere™*,
whereupon several members of the audience, sur-
raunded by bits of stale pizza crusts and beer glasses
half-full of repid Budweiser, could only giggle in
assent.
One of the more productive aspects of the stu-
dents’ extended involvement with the rext was the
extent to which the play could be instrumenia-
lized for different pedagogical purposes. The stu-
dent’s close familiarity with the text permitted me
to design 2 number of excrcises and assignmenis
that addressed all components of foreign language
acquisition; reading, writing, speaking, listening
comprehension and grammar. For their second
essay, | had the students write an extended analysis
of their own character, and gave them the oprion
of couching the piece in a language and style ap-
propriate (o that character’s voice. This led o pro-
ductive discussions about the different types of
language present in the play and sensitized the
students to the linguistic pluralism of the different
social castes represented.
As the students became more familiar with their
roles, we staged a serics of scenarios where the
students had to improvise dialogues based on how
they thought their character might react 1o a given
situation. This provided them with an opportu-
nity 1o practice extemporanesus communication
while refining their understanding of the charac-
ters, their motivations and their station within the
dynamic of the text. And perhaps one of the most
benefits was the play’s urility as an
incidental source for discussions of grammatical
constructions. In committing their lines to
memory, students were provided with indelible
templates of complex syntactical constructions, a
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declension and word order. | tried ro take advan-
tage of this by incorporating examples culled from
the text at appropriate points 1[L|rir11; our weekly
grammar discussions.
Recent theories of second language acquisition
have placed a premium on a sort of corporeal in
vestment with the foreign language. Particularly in
ﬂ['\i 1|[111 '\I‘I,,‘l?['ll! SCMeSLer curr il,_l]lai, lllf' r'['ll'[']_iﬂl 11“
hn—l:"ﬂltt"{i “-ilﬂl:-'il ['h:‘.‘.‘»h‘.‘!l I:I'T-I'H'rl:l\f.'-. nr.l Jrll. as
developed by the linguist James Asher, has as-
sumed a central position in the prevailing ap-
pm:tv:h o !i‘:rr:jgn |.|r1y,u.1g=,: instruction. Thus stu-
dents of German 1, before even learning the al-
phaber, learn to respond to a series of commands
and stand up, jump, run in place and pick up
their pencils. In this way, the students are encour-
aged 1o associate words and phrases with physical
movements and are able lirerally to “in-corporare”
the new language into their own physical memaory,
As students move through the language sequence,
however, there is less and less emphasis placed on
th.c I'llh\'ﬂc:il or gf."-lur.ﬂ fl}]lli?llllfiitﬁ- lr*‘i.'lll“.lr..ljl.'r'
specificd conventions.
In many ways, dramatic productions present in-
structors with a sort uf-uplwr-l]ib'i\inu ;i!r,l|ug 1o
this very physical methodology. The inherently
physical and corporeal nature of the thearter re
quires the student to examine the interaction of
speech and gesture, and draws their artention o
the interdependency of speech and physical car-
riage. The student thus explores some of the non-
verbal aspects of communicative competence and
:!lc extent o wE]iLII L",.']'[:lill }‘III:ILL’E or IL‘LUli.Ul'].'i
are accompanied by given physical gestures or
postures which can be every hit as Clll[ll.r.].“:.‘ derer-
rninﬁ! as ti'“.' I:II'IBIHIBI' il'-r“" ‘I:P enact a I!h}'.‘lil..ll
routine inculcates a sense of what Breche has
termed the Gesrus, that array of quoridian and
habitual regiments of the body which expose the
socially over-determined nature of particular
behaviors and actions. In rehearsing and reciting
their lines over and over again, students became
aware not only of the nearly endless number of
ways to read a given texe, but also of the different
ways such utrerances can be supplemented and
rendered more comprehensible by mimicry and
gesture,
During the course of our countless read-throughs
and rehearsals, | began to realize thar in many
cascs, leamner’s mouvanon in studying a forcign
language comes not from a desire 1o master com-
municative competence but rather from a purely
acsthetic and expressive pleasure in the physical
experience of giving voice to exotic sounds. This
iz a largely ignored aspect of the experience of




9 Spelunkenpidagogik

students who, in the words of applied linguist
Claire Kramsch, “take intense physical pleasure in
acquiring a language, thrill in trespassing someone
C]!ﬁﬂlﬁl 1_ch:[¢3|:'~. l'l{.'s.l‘]'”il'lj; d 1]!]’:.';;“.{3 on t]ll,.'ir LW
turf, |1-.'tn|1||11t_1 hath invisible and l[i.t-ﬁ'll"ﬂl'l}" vis-
ible.”®

Students took great joy in reciting particular sen-

tences not because of their porential for communi-

cation bur for the subjecrive and persona
TESOHIANCES []1”1 [l'll'l‘-' l'\”L!'F] “'ll []".' HEF:‘.{kt'r. II‘il‘l\

enabled a rype af personalized expression, which

resulted in a number of private smiles among my
actors. In a scene late in the play, a group of nobil-
ity enters the bar and is greeted by a hail of curses
and maledictions from Prospére’s group. One of
the students, a woman with narry, dreadlocked
h.'u-” .:“'l\.i ].|H|:H"..]]:LL'|.[ .i['-[i'-\.|.|.|'|h*|'lil-||[i-|.|'| 5"_'[|:-;b;“.-
ties, took an obvious delight in shouring out her
interjection , Tod den Richrern!™ Ar the end of one
of our rehearsals a spontaneous chorus of these
:lh”'l.l[Ed .Hlll!:.l]]\ (&) ll|r|L'I.[ .Irrl.lll:lg_":[ !h[’ .'1["1.]['"[5'. ;.F.‘l
lebe die Freiheit!,” ,Tod den Richrern!®  Nieder
mit den Wucherern von Frankreich!™ This rose to
a fever pitch, and the cries continued into the
night as the students lefr the building. This seemed
to point to a sort of visceral delight in the physical
experience of recited texr, a sarisfaction that de-
1iv|:‘! st i.l'l.il'l'l | llf""\"i]'l.' o o 11||I!I1|]]1i{iitf' {'Eli'l_'ti'h't'l!'
but rather from the unique pleasure of culwural
ventriloquism. Withour wishing to diminish the
i||'|l1(1[[:i|'|.i_c' lil-turrlnlullit .1(;5'(" ;llerU.thEh [ (] |:1|i-
guage learning, | would maintain thar the experi-
énce seems to point to the potential benefits of
It:rlll:l:ir]!lg ||]!E[ ]1:'ll—|.:|rrr|.ir1__|_'. I_TT[I&!: Jll"ll! verse (oxis,
As the performances neared, the sense of culwural
multivalency and correspondences between text
and reality grew daily. As the foppish poer Rollin
explains to the Marquise near the end of the play,
~Uberall blitze erwas Wirkliches durch.” As we
inhabited it, the Cockatoo became a sort of limi-
nal space berween reality and performance, and
the comic ronies became oo numerous to count.
In the beginning of the play, one of the revolu-
tionaries remarks on the Jleiser Donner™ of the
Revolution that is taking place on the streers, This
was well provided for in our chosen venue, locared
as it was directly underneath the ractling pinball
machines and video games of the pizzeria. When
Prospére first meets Grain, a shady streer urchin
whom he initally mistakes for one of his troop, he
pulls on his wildly tangled hair and then realizes
that it is not a wig, exclaiming ..Donnerwertter —
das ist ja echt!™® Grain was of course played by the
aforementioned hirsute hippie, eliciting grear laugh-
ter from the audience. One of the most hysterical
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moments came to pass during our final perform-
ance, when one of the rogues accosts Albin and
grabs him by his shirt ruffles. The actress grabbed
too hard on the lapels and the entire shirt came
out from under the jacket, touching off a helpless
set of giggles. As it turned our, however, the epi-
sode meshed perfectly with the seript; moments
later, the Herzog, indicating the rabble on the
streets, opines thar  Sie werden unheimlich wirzig,
diese Leute,™

One of the most rewarding aspects of the experi-
ence was my inclusion in the cast. With 23 char-
acrers and only 18 students enrolled in the class,
we were compelled to recruit students from other
sections and at the students’ request, | overtook
the part of the Herzog von Cadignan, a flamboy-
ant and charismatic aristocrat who is one of the
most beloved of Prospéres guests. After some ini-
tial reluctance, 1 soan realized thar my participa-
tion allowed for 2 more collaborative and coopera-
tive production, and had the effect of democrariz-
ing the process of direction. It didnt hurt thar ar
the end of the play, my character is slain by a jeal-
ous rival in an act thar is stylized as a sort of heroic
political murder. The students obviously ook
great pleasure in their nightly license to assassinate
the teacher in the name of art.

In Ilringiug Schnitzler’s rich text to Jil'-:, my stu-
dents gained an insight into the performative and
recitive nature of language itself, one thar might
well have been lost had we merely read the play in
class. In their final essays, several scudents drew
comparisons berween the experience of overcom-
ing their stagefright and overcoming their fear of
speaking a foreign language. While some Felr tha
the dual burden of 2 dramatic debur coupled with
native speakers in the audience inhibited their
performances, several students remarked that the
simultaneous experience of acting and doing so in
a foreign tongue somehow diverted their atten-
tion. They focused so intensely on the language
and on producing comprehensible German that
they forgor that they were in a dramatic produc-
tion, or, vice versa, they were so preaccupied with
stagefright and curtain nerves thar they were una-
ware of the German issuing from their mouths.
This is an experience alluded to in Thomas Mann's
Zanberberg, when in the pivotal scene between
Claudia Chauchar and Hans Castorp, the young

Cﬂsil'lWF d:ﬂ:l’ilﬂﬁ hii s 'U‘F FHTI'IE]'I as somechow

dreamlike: “...car pour moi, parler frangais, c'est |
parler sans parler, en quelque maniédre- sans !
responsabilitd, ou comme nous parlons en réve,”"

Onie of my students made a similar observation in

her weekly journal: ,Wenn wir proben, ist es off,
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alh Wwenn ]Il.it traumiee l\]ll,} [}i(_' I|II‘Ill--lll [er k{ll]lil'.i.'ll
aus meinem Mund und ich schaue sie hilflos an.
Immer wenn ich Deutsch spreche, st cs sowieso
eine Auffithrung.”

Her insightful observation speaks directly to the
pedagogical promise of the poetic and recitive
rll[]L[El]l] ll'r]ﬂllg]];igﬁ'. [[E H!lil'l'l'-'l.[;lll_" HI!{{ :'__:i.'r'lllll_:
voice to written texts, upper-division languape
learners can be sensitized to the performative na-
ture of second language acquisition in general.
While exploring the depths of Schnitzler’s “cave,”
my students accessed the resonances of their dream-
like culrural associarions and discovered thar the
line between theatrical and cultural performance is
porous indeed.
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Zusammenfassung:

Nick Oty erinnert an den politischen Charakeer von Lehren und
Lernen und beschreibt in dicsem Zusammenhang den Charakrer
akuueller Hochschulbildung als insofern widerspriichlich, dafl Leh-
renden und Srudierenden durch scheindemokratische institutionelle
Strukturen autonomes Handeln versagr bleibr. Produkrive Ansirze
im Umgang mit dicsem Widerspruch findet Owy in Bertolt Brechts
Lehrstiicktheorie und Paulo Freires Pidagogik der Unrerdriickren.
Um beide Quellen fiir eine verdnderte Praxis des Lehrens und Ler-
nens an der Universitiic weiter aufzuschlicBen, ergriinder Oy die
philosophischen Wurzeln von Brecht und Freire, die er in den Ar-
beiten von Korsch, Kosik und Marx entdecke.

1

For me. .. the educationgl prctice of a progresiive aption will never be
anything but an adventure in unveiling, It will always be an experi-
ment in bringing ont the truth, Because this is the way | have always

Nick Oftty

f!rh’iﬂ'grrﬂl. f}?l’ﬂ' are :-‘IH“I' h"l'r.l'l'.f v'lllnfltﬂffl'l' ﬂ".l"‘ﬂ"l.'l"fl'r & ok Jr
am an educaror. fr !'Jr;;:lg-w.u-d recently in a meeting ar
UNESCO in Paris = someone who was there bas told
me, Latin American wprrsrnhﬂ:';-r; r'.r;."i}fnf o ascribe
e .t‘;.l'r .\flffﬁ’fﬂlf.?-g l’yrl.’l‘-‘rf.h:'ﬁ’:ﬂ‘f. e :,‘:r(-r l"l".ﬂl{]'-l fl.ll"{l'l fh'f'jf‘h'
whar seemed to them 1o be my exageerated
“polivicisarion”.

?]’M_y ﬁu'fﬂf fo perceive thas, in r.l'rr{].'.r'ug mie fhe SEdEny
&frrf.rtrrrmrﬁ-rr -ﬂ'r.r_rag rog JF-'m';'J'.r'e al” f;.h'_}' tere ir):'.r'r.'g
as policical as L “Newwral” they were not, nor could
cver be'

(Freire 1994, p.7)

M}' irll!-;'.r:'_'il in h‘.‘.‘lr.l'lirlg i‘ Pn]ilicﬂl. It [5 rl.'l}' 'l'-'ﬂrk,
and that is a viral connexion with the political
realities, the contradictions of the time in which [
live, Indeed if we follow Karel Kosik'’s formulation,
wark is the ‘clementary model of the dialectic’.
(Kosik 1988, p.131). It has a fundamental episte-
mological function. Teaching in the humanitics has

the potennal 1o be politically radical. It can func- .
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tion ar deep srructural levels, which alrer the lived
perceptions and therefore the behaviour of teachers
|LI'|'LI [l’.'.l.] Ners. r']E COUrse, as I"I!..'il.!.' WS E!fld‘.l‘l.l]:d.]?l'
aware, there are many who wish to deny this. And
as he always insisted, their denial and the praxs ic
generates have their own political effects.

Whar has always concerned, and indeed shocked
me, is thar so many students in Higher Educarion
I'l"r'll.'l.ill. Ay “”ll.' [ 11:”1:_'}'(! |?:|' [ll!'ir 1Elrl'ﬂ_' I'l'{'.lr‘! [lf
apparently intensive ‘educarion’. To pick just one
example of what I mean, their first picce of as-
sessed wark gains a mark of say 54%, and for three
whole years the marks of the large majority hover
within two or three percentage points of thar fig-
ure. This has the effect (a mathemarically inevita-
1]11: |.-|.'||'|“."..||.H.'||L{.' “[l [IL”[H.'[;L.!'. F] .l(!f_"!-] “f. l;l.llt':i__ﬂ[l-
ing the majority of the students to a caregorisation
”f['l]'_'dil}L!II[;\'. III|1C \'L'l"r' ]”L'\'i[;.ll'l;“l:\' l'.'ll-[]H: }"U'L_L".'pb

helps these studenrs to internalise a percepuon of

I“.-““[-I 3 !Ii.l"l -llL]'lliL .i: ! |={|.|."|' il'lj_:. 'l'!'h.i\. |'| I]'lL"ll turns
into an acceprance of the ‘inevirabiliry’ of vertical
power structures, which in rurn seem o me o be
problemacic for the further development of cruly
democraric polirics,

OFf course the contradictory situation [ have se-
lected here is only one of many. It exemplifies very
consistently Barthes' sixth rhetorical form of the
language of myth, The Quantificacion of Qualicy
'ﬁll.le'l H LY !If' ]]ll[\ |[. ."LFJIH”IIEH("\ i:l:l']EiHL'llL'l'.i E[
understands reality more cheaply.’ (Barthes, 1976,
p-153-4) To paraphrase his observations, which he
ariginally focuses on the example of theatre:

On the one hand ‘educadon’ and ‘learning’ arc
estences, which rransform the heart and soul, (for
materialists, the fady) as well as the mind (for
materialists, also the body: it is part of the func-
tion of myth to force these oppositions upon our
perception!). From the quality af l‘.luit]g. in this
SETSE, fiif”fﬂlﬂ'ir lh.l' stale l!f‘l11‘|.'i.iIE ﬂillc-llcd‘ L:I.thif'r'ﬂ
an ‘irritable dignity’. (It is a crime of ‘lese-essence’
to remave this auratic element by a de-bunking
analysis.) On the other hand, all thar goes into an
essay, an experiment, a calculation is immediately
1|1|;::|tinrd inwo a percentage. After three, or ihjrl’_\-’-
three years of transforming swerk towards a degree,
the resule is encapsulated (in Great Britain) in the
enigmatic figures: 1; 2, i; 2,1 or 3. (Mysterious
transformations of 70+; 60-70; 50-60 and 40-50).
Withour examining them in the same dezail, |
propose the following schemarically presenred
contradictions, which mark the experience of those
in Higher Fducation under the present dispensa-
tion:

Language, Learning and the Body:
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1. Higher education is available to all those with the necessary qualifi-
carons...

Burt

Itis much more comfortably, and therefore effectively, available to

those whose parents can send them off wo university with a carand
an allowance.

Lo Sll]dL‘ﬂlS ]']I].\'L‘ i‘mr_'|y 1:E“]IS(.‘I'I [hcir arca uf smd}'. thcrcl'un: I]"IL'"_\" ID'I'L'
Thﬂ' wnrl.‘. # b

But

Students have in, the main, chosen their principal arca of study by
reference to the success (measured quanticatively) they have at-
tained in thar area in the past. This is not necessarily an indication
of fove af the workin that area.

3. Lcarning is a great and pleasurable adventure. ..
Bur

Learning is mostly either boring or humiliaring and, for the ma-

LU[il}', it C'l,.llﬂli['lill'.‘}i iJ! i | dCPIE‘S-!-II'IE L';lLL'ELIIIb;I[ID]I.

4. Learning is a voyage of exploration...
Burt

The student’s experience is bounded by a pre-existent syllabus and
is controlled by the assessment process.

5. Learning can only proceed by the acknowledgement of ignorance: it
is in the students’ interest to admit their own ignorance. ..

Bur

To acknawledge ignorance leads ro humiliation and negative assess-
ment: it is in the students” interest to conceal cheir ignorance.

6. Any active pedagogy, which is concerned to ‘unveil’ realicy, must
concern itself with these contradictions as part of its praxis. ..
Bur

The contradictions embaodied in the institutions and practices of
education are usually either off-limits, or invisible to both students
and reachers,

It is clear that these contradictions (with the ex-
ception of number 6) are structured by a contrast
berween what we might call the official descrip-
tion of the state of affairs (the first term) and the
actual expenience of the students and teachers (the
second term). P'ur another way, therefore, the sec-
ond term puts the body back into the equation.
Early in my carcer as a teacher ar University level,
these contradictions came 1o feel insupportable o
me. At the same time | was struck by the fact that
Brechr's list of the differences berween ‘Dramatic’
and ‘Epic’ thearre (Brechr 1978, p.37.) contained
a number of items which could be readily trans-
posed to the ficld of pedagogy. For the parposes of
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the comparison 1 substitute the categories "Tradi-
Tiﬂl‘l.‘lll and Il".pif‘ I'n_'d.\:gns_l‘}-_

Traditional Pedagogy Epic Pedagogy

* Wears down the students’
capacity for action.

Arouses his capacity for action

& Instinctive Feclingrs are Instincrive feelings are brought

preserved.(Appealed ro).

to the point of recognition.

The human being is the object
of the inquiry.

* The human being is taken
for granted

* Human being is unalrerable ...15 alterable and able to alter.
* Eyes on the finish (assessment).  Eyes on the course (process).

* One scene (lecrure, seminar) Each scene (event) for irself

makes another.
- Evo|ul.iona:}' dﬂ:l’mil’l;il’l’l. jumps
* Man ac a fixed point

Man ac a process.

. 'I'hnnug_ht determines being. Social !'u'ing determines

thought,
.I.['I TF]{M I Jddl."l.i m’f_‘l-’l! 'i‘l'l];l.ll aiFfETIil"\d mime ";i[ti[ll].lfl.‘]' [ 4] i_'l:,ll!-'\_.llii_}r]'

» Has a fixed curriculum Is open.
* Has a fixed location.

*= Has a fixed duration

Can go anywhere
Takes the time required

* Emphasises the individual
social.

Emphasises the collective,

* |s marked by vertical authority  Marked by horizontal authority

relations relations.

(The last two categories will be recognisable o
readers of Freire, See for example Freire 1972,
chapter 3.)

In these oppositions, too, I detect a firm tendency
for the categories of ‘traditional’ pedagogy to ex-
clude, or 1o seck o regulare the funcrioning of the
badies of the students. This should in no way
surprise us, and yet it continues to come o me as
a shock! It was also with a shock (as of an unveil-
ing), when Paulo Freire told me that his wife, Ana
Maria J\mﬁju’s docroral thesis (so far unrranslated
from the Brazilian) made clear a fundamenial
reality of Brazilian history: that the indigenous
peasant population had been excluded from the
benefits of lireracy because, in their teaching meth-
ods, the Portuguese missionaries were so ruthless
in their exclusion of the body. [ submir that in our
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own universities a similar distincrion operates
berween thase who are comfartable from the out-
set with levels of abstraction which amount to a
concealed philosophical dualism, and those who
live in the awareness thar they are in fact bodies.
:"'.T_'.' response (o this situation was to use a form of
drama or theatre course, nort as a way of reaching
theatre or drama, bur as a process, whereby stu-
d.f,.'l'ITfl L{”ulld ;l!:a’.'f['.'!:."{.' []]L’]'l'll":l- l.il.irI[L'JL'*-[ .|]]|.|.
concern (o I['H.'II: [J]]I.”.JE_"!I [ll" |'|'|I:"|!IIF=[[| l.lr‘[l]['d:ll.".
The impulse came from Freire, who had made it
clear to me that any progressive educational provi
sion had ro begin with the perceprions and con-
cerns of the educatees. In the process | had naively
h]ll'l'l!j[l'li I‘”.[I:l A Version l?r. l"-l‘rfl J'r.l'.‘I'FJ:]:I'I ':. |I.i||'|:_" ||L"
fore | had the benefit of the researches of Reiner
Hll'i'l'l\'n'l't_;.

For both Brecht and Freire the theoreucal under-
pinning lor their versions of pedagogy is 10 be
found in the writings of neo-marxian philoso-
phers. In Brecht’s case it is to be found in Karl
Korsch's Marxism and Philosophy. This was a pio-
TIEL'IEII.S '.l[fl.‘”l].":.l (O rescue il'l'L'Elf_'L['.i..li ]"[J.H[lll.:iflll
from the reductive descriprion of it by the Second
rrIIIL":rI-.Il;Hli.I[. .‘.'tLLl'll'L]jIJF [ E‘:llr.‘\-\.l'l [l'l"."\l.' ﬂ.']li-.!.'.l"l'lf."-
had succeeded in promulgaring an approved ver-

'biirl'! ol .'\.'[.irwiun ;H “'J!il‘il

.'llr.lr‘.r.'j.'fjrﬁl'f.:ﬂf.'fl( al idleas and ot slations are. .. whoi
ro be unreal — vaciois fantasics which soll hawne a
_,.I‘J-ua minds g a kind .'.ff'url,m'uf.l'.r:'w:. wihich the ru g
class has a comcrete interest in preserving,

(Korseh 1970, p.64.)

He went so far as 1o accuse the Second Interna-
tional of a *basically metaphysical dualism’ (p.71.)
l‘-"!'l.ii il |'|'-|..'- Cf.'[l;.l.jlllr'" El Ven Ll!rr1|11ll [y Ill'-ll'l:ul jll
education who are afraid to admit thac the proc-
esses they are involved in may in, the end, turn
out to be a function of a material body. On the

t'l!!'l.l:l.'ll:';—'1 I‘:H[.\LII ASLEr(s [Ihl[

Man must prove the il — thar is the reality, the
Fmﬂ'r ﬁ‘lﬁl’{ fr{?r JIH'J'J.?J'H'HI'JMT ﬂ‘fr‘l”.l' .”l.l'u"”!.?ir}nrl l'-ﬂ fn'ﬁﬂ"fn':f'n".
:fl;:,’f f{”’ﬁ”f{ J’{I;Jﬂ"f b:,h‘ rr:}.’n‘_]-' oar ﬂ']]fﬂ"ﬂrflj' f{f‘fr&'ﬂ‘“ﬂ;}l‘ -
thoughr tsalared from prictice — is purely scholastic, ..
(p-B2)

And, we may add thart ‘practice’ means the mare-
rial involvement of the body.

'rl'": [hi"kﬂf Wl'l.u iﬁ‘ 1 tl'": TS ||.r I':TI']TC"S "."-ll]iflg_
of Marx is the Czech philasopher Karel Kosik. For
Kasik,

Work it a process which brings about & metamorpho-
sis er dialectical mediaiion, This dialectical media-
tion is a meramorplosis which results in an innom-
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tion; it gives firth to someching qualitatively new. In
the nery dct r{ll'l-.f.l'lr.':f medigtion, where the human i
born from animality and buman desire distinguishes
If}rll;r ;r]"'l'ffh' i r.J'.Hi.I'lll J"Jl:l".’.ﬂ ( 9 I'I'ri'l'— flll”'f'r"ff;.?fl'f'l’f'if”fl’{fir
natire of time is also brought into existence.

(Kosik, 1988, p.132.")

Thus work, this aceive, marerial, r’rw:"r{r r:wngl‘?mm:-
fron :-'JI"-F'f.'J'l'rHT. £5 JECH A5 @ Spectes -(I'Ifllr;lr;"l'f"lJH;ri'H;J'iK chitr-
deteristic ar the root of Marxise thoughe. It is alio seen
ds an epistemologrcal activity:

Husrsiaan ‘IJF.'!.\J:I T nu{‘.h.l'.-.r:n'r.-u' .-J'r.l'.l'uf.r'].' "r{F' r.:,r‘rrf.lz.ljfn'.r.r.f:
to theory, bur is the rfr_',f}ln.'.w.' af'a"mnmu EXTIETIOr ils
rar_.'r rfn‘.l".'r.lr.-;.f:'u:: I."."H ru'l.'r' e, _||r .ff.u'r:.ﬂ', cif.‘.';wrﬁ:‘;ug er.
or constructing] of realiry

fil_l"i:i.]

.]-11[" ill1]1liL.l1IH1-1]51 l]!-1lli.‘1 ]l] L"‘Llllﬁ_.t[;LI]'l'dl erms are
very profound. Kosik is arguing that human praxis
}\TL"'L‘H.LL'!- L'.\:'-L'”.[‘I.Il E..I.L“-., \‘ll'lil_.!! are frue ;I! [IIL‘”'I-
selves, in thar they have ontological significance
-““.i Are not ﬁ}'llil”:ll'r ||1-‘|Il|'|l'| ‘l"li'l'lg‘h -]‘JIL' L'I’l".“.II:HI
of oppressive relations in the educarional process,
t]'“:]l.. l{l.“.':’l not .‘\II[[llF]:\' 1['.“.! [0 er ||.I|' E'll.]l' ]l’ﬂd.‘l [ (4]
the creation, or re-affirmartion of real relarions of
oppression.

It is difficult to doeument this aspect in the terms
available to a learned journal, buc | chink ir is pos-
gible to detecr it in the studems’ respanses (o the
insistient (incessant) demand to produce wrinen
evidence of their progress. My C|‘:||{".I1;1:L‘.-i. both in
h[.l1Tll|.t"|."Ii|:|l='_.'1 il.l'lll at Ei]'l'll"l. i.l'l Ll!li.l..ll.'\ .I['lll [L'I“”[:i
are given to bemoan the lack of mastery of the
native language in their students, They are apt to
use the description "functional illiteracy” to desig-
nate the problem they are identifying. Consider
the following examples:

*  The structure of the extract is formal in style,

* The style of this extract promotes a Realist
mode of writing. This is apparent within the
whaole subject of the poem.

* The style, content, language and imagery all
reflect a sad yet pious poem.

*  As arealistic development of expressiveness the
poem reinforces this view.

* My main aim currently is to decide on a ride
which will be centred around the characrers in
the plays apposed [sic] to simple constructs of
society and archetypes which were widely pro-
duced in plays previously and in some cases at
the same time as [bsen's realistic plays..
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At first sight it is not that casy to pinpoint what is
going wrang in these formulations. Or rather whar
it is that these formulations have wrong i com-
mion, 1t is, after all, possible o extract some mean-
ing from them. Bur they all show a certain stiff,
pretentious elevation of tone, which in my view
arises from an almost superstitious use of lan-
guage. The words ‘style’, *structure’, ‘content’,
‘realist’ are felt to be appropriate, not as bearers of
meaning, but rather as placarors of the reader.
Words, which, in the mouth of the teacher, were
“empried of their concreteness and have become a
hollow, alienated and alicnating verbosity,” now
emerge from the pens of the students in the form
of silent prayers for satisfactory grades (Freire,
1972, p.45).

The more humble words thar mediarte the rela-
tionships between these signifiers of grace also
partake of a certain elevation. Something must not
‘be seen in” but must "he apparent within'. Things
must be ‘promoted’, ‘reflected’, ‘reinforced’. But
the students who produced this nonsense can talk
normally, sensibly. even incisively abour their own
affairs, their own reading and writing, In my view,
the failures of these forms of language are there-
fore not to do with such caregories as lireracy or
linguistic competence. Rather, they reflect a state
of alienation. | have described this elsewhere in

the followi ng ferme:

Just as the factory worker hands over bis or ber body 1o become an adjunce
aof the machine, so the studens, in a practice which may be even more
oppressive, hands over histher mind ta do the thinking sthe has, (offen
mistakenly) identified as appropriate ro the moment. There is one level
where this produces gobbledegook which it is hoped will s.r.r.i;_& the surorf
assessor. There is another ar which it produces meaningful disconrse which
is not whas the author wonld be saying if slbe were nor being ascsed.
Stuclents aften asert thae they have to suss oue’ what a particular tutor
wanits in order to get the best possible marks from them.

(Orry, 1995 p.97)

Since writing the above [ have found the following
in the r_'.lr|_'r Eeonomic and Pirffu:up.’yfrnfMumu—-
seripes of Marx. It seems 1o me 1o be as applicable
to a large majority of the work of a large majority
of students roday, as it was to the labour force in
the 1840s.

Wihar does the externalization of labour consist of then? Firsthy that labour
is exteriar to the worker, that is, it does not belong 1o hisessence:. Therefare
he eloes nor confirm himselfin s work, he denies himself feels miserable
instead of happy, deploys no free physical and intellectual energy, but mor-
tifies iis body and ruins bis mind. Thus the warker anly feels a strtngen
He is ar bome when he i not working and when be works he is not ar

hrarme,
(Marx K. 1977, p.80)

=
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I'm sure that we could all confirm this observation
by means of anecdores fram our reaching experi-
ence. | include here some quorarions from essays
written this year by students on our drama courses.

Unis OK, bus its hardly stimulating, is it? I don't need a bir of paper
selling me I'm bright, along with all the ather peaple with exactly the same
bit of paper but with a completely different brain. ..

Whar have I done o show tha I'm bright? I've written a series of 2,000
word argumcnts, sometimes on books I've not read, Got 60% for them
and forgotten it all. That’s nor bright. Thar’s being able to manipulate

the system.
' (Second year student. UWE 1999.)

«ood have always been told what to learn, what I muse achicoe and how [
must achieve it - perhaps it has not even occurred to me that learning is a
| . (First year student. UWE 1999.)

Of course neither of these students would even
| have had the opportunity to raise these questions

) on the normal lecture/seminar courses, or cer-
thi tainly not as a part of their assessed writing. To

| this extent the quotations confirm thart in these
drama courses, at least, the contradicrion number
6 (above) is being resolved; the contradictions are
being made evident ro the students as part of the
praxis of the course,
_ It is my contention that ir is a necessary, but not
|" sufficient condition of this praxis, that the body

l. should be invelved. It is a further essential condi-
tion thart this involvement of the body should be
an ace of theatre. An acrobic exercise class cerrainly
involves the body, but it is rarely an act of theartre.
It is interesting that Kosik’s formulation of the
steps required for unveiling reality can readily be
translared into a description of an act of theatre,

The destruction of the pseveo-concrese [false versions of reality] is realised
as followes: 1) the praxis of revolutionary criticism of buman life, which is
the process qumﬁgm&nm the humanisation of mankind” of
which the decisive stages are the parious social revolutions; 2) dialectical
thought which dissolves the fetishised world of appearances so as to attain
reality and the ‘thing in itself: 3) ontogenetic process by which human
reality is ereated and the truth thereby made evident, because for cach
individual the truth is their own spiritual creation in that they are his-
torical and social individwals, All individuals must make their own cul-
ture for themselves and live their own lives in a personal manner and
Mnﬂhn&agwnﬁum»waﬁn

(Kosik 1988. 9)
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creation, a production or a rl:-]'umimlinll of the
knowledge, &y the learner. It reminds me of a re-
mark Paulo Freire made to me in 1994:

f':gr e, .’rdﬂl 0 m{j;‘hi'ﬂr ;JI ?HJ’ H”l‘!fﬂh’f”ffiﬂtt fﬁ{-q“ffif—
carion and its relacion with the ares thar [ don’s even
speak abonr education through art. 1 say thar educa-
tion is already art.

The formulation also reveals the liberal inadequacy
of a concept such as student-centred’ learning,
For ﬂffimruiug. according to this view, is the crea-
tion of the learner, including the learning of the
most self-oppressive versions of reality. This fact is
at the heart of Paulo Freires wrirings about peda-
gogy, and is onc that needs urgently o be incorpo-
rated into our praxis of teaching.

The appressed, having internalised the image of the
oppressor and adopied his guidelines, are fearful of
ﬁm:’om. Freedom would o&f{fr them o eject this
fmagc and rt-pfacr it wieh daxitonomy and rr;po:mi-if-
ity Freedom is acquired by conguest and not by gift.
It must be purnied constandly and responsibly. Free-
dom is not located owtside of man; nor is it an idea
thar becomes ?n)-'rf.l. It is ravher the ;'nd:',rpﬂwi!fr
condition for the quest for Iniman completion,

(Freire. 1972 pp.24-5)

As one of my students pur ir, the task of creating
theatre as a way of articulating ideas about an issue
‘would incvitably involve, heaven help us, thinking
[for ourselved’

It may be helpful ar this stage 1o consider in tabu-
lar form a summary of the positions articulated by
Brecht on theatre (seen as a form of pedagogy),
and Freire on pedagogy (seen as a form of art).

(See the following table on the right)

For the purposes of my work in Higher Educa-
tian, | identify the following canclusions {rom
these similarities and differences:

1) Essential 1o the role of radical intellectual pro-
duction will be the ‘criticism in theory and the
overthrow in practice’ of the ‘spiritual struc-
ture of bourgeois socicty’. (Korsch 1970 p.
84.) Cenrral to this is the dissolution of the
mind/bady contradiction which (dialecrical)
theatre can and does address.

2) That the problem of authority/consent is at
the centre of all discourse about oppression

and about radical pedagogy.

. -3} That there are levels of this project thar are

inscribed in the narive language, the ‘mother
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BRECHT

'Iii:lI'I!."lH.-‘. j{:ﬂ.'”.. "l\"]li'-.]l IIIUEIIFJIH-'!- ata huil’l-ﬂ.li'i.i

level the devels pment of individual and social
CONSCIOUSNEss. * Existing models of theatre seen

4) There is something inexplicit, even in the as appressive and conservative.

theory of Freire and Brechr, bur which could
take account of the intimate marerial and bodily
complexity of the relationship between language

‘Committed’ theatre no answer,

and p-:rwuqﬂ Lh:n:]l.lpmﬂn. motivation and
insertion into the social and historical conrexr.’

It simply alters the ‘content’.

5) There are certain characteristics of theatre
which make it very p:m'c'rl'ul in implcmenring
these concerns:

* Relaxed, critical spectators.
Actors have double role of
presenting and observing

a) Iris t“.dl'.lllu‘j[l}' social and eollective. This iz their presentation,

the only appropriate context for the genera-
tion of human meaning. Indeed it is the

* Spectator incited to find the
ordinary inexplicable as a step
to interventionisr
criticism,

nn|:.' pmsib]r: context. (The pretence thar it
can be otherwise is an ideological distortion
linked with and supportive of ideologies of
private property). Theatre makes this fact v Tos - Labireiioaicr this it ob

almost inescapably clear. production to be placed in the

b) It is concrete. It is cssentially corporeal. The Conbeal e thii e nb e

action of theatre is in part to ‘make thought
* Authoriry structures within

the work

visible' (Boal). This is an excellent correc-
tive 1o the Il'ntln'lu.}" af |;1ngu'.tgt [ (4] pcrmit
impossib]c and mislc:l.ding abstractions, to .o ﬂ:plorcd :xplici:ly. W ek

all Lebrtheater grounded in the

problem of ‘consent’.

lead towards philosophical idealism, and to
permit the individual to avoid the implica-
tions of given particular concrete meanings.
c) It nevertheless has the virtue of being vir-
tual! The Faee that it iz in some sense ‘play’

Notes

. .
permits I]li.' Pparticipants (o proposc ﬂnd

Existing educational provision
perpetuates existing oppressive
political models.

'‘Depositing’ communiqués with
different messages and no answer.

Student-reacher, reacher-studenr.

Horizontal authority relations

Learner and teacher re-create, in
a joint process, a reading of
reality which ‘unveils® ir.

Means of producrion of know-
ledge in the possession of the

learner.

Destruction of existing authority
structures essential to the work.

dispose of models which are more commit-
ted than words (they are collective, con-
crete, embodied’ they are ‘lived-through’ in
some sense) bur whose insertion into his-
tory has a different status from the institu-
tions of social organisation

original
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The Use of Emotional Aesthetics in ‘Drama in

Zusammenfassung:

Marla Levenstein stellr ihre Arbeir als “Drama Educator™ mir deur-
' schen Schiilerlnnen und Lehrerlnnen vor. Sie beschreibr dafiir die
Besonderheiten des Schulsystems in Deutschland im Vergleich mit
dem in Nordamerika und verweist glci{:h:rz:i[ig auf Norwendigkeiren
theaterpidagogischer Arbeit fiir dicsem Bercich, Levenstein definiert
' auf der Grundlage von Daniel Golemans Theorie der emationalen
l Intelligenz ihren .emotional-dsthetischen™ Ansacz und bschreibt

dessen praktische Umserzung im Unterricht.

|
| ! In this article I will explain how I use ‘Drama in
| : Education’ in Germany where I now work; whar
i E tllc term icmudﬂﬂl! md’“:dcﬁ‘ IMCAns; ﬁl'ld }lﬂw I
. integrate emotional aesthetics in drama in educa-
s tion with children and tcachers. | am assuming
| that the term 'Drama in Education’ is sufficiently
) ' understood by readers of this journal that it needs
no further definition here. First | will describe
how the German school system is different from
[ the North American, then 1 will define the term
‘emotional acsthetics’ and describe how 1 use it
I In Germany, after the fourth grade children are

i i recommended for and channeled to, one of three
F different types of schoals. Gymnasium, where stu-
. ; dents are prepared for the University and then

5 become, for example, doctors, lawyers, or academ-

: technical colleges and then become, for example, a
shop foreman; Haupsschule where students are
p.rcpamd for the more practical jobs where they

“will have later an apprenticeship and learn to be-
come, fﬁrmmple.abaknrorshncmakﬂ or per-

|
! - ics; Realschule where students are prepared for
|

ittle experlmae of theater, therefore, I need to go-

Marla Levenstein

A iuﬁ'v once sdid to me nﬁrr b mun}mdﬂ"_}i disturbed

.I'l'!?f frmrr:

"What do feelings have to do with my free ime? ™

social learning is missing, Generally, social skills
are not taught nor learned as a part of the school
curriculum, they are mainly acquired ar home.
Neither are students in school as long, on a daily
basis, as their North American counterparts. School
15 from 8:00 a.m.- 1:00 p.m. then the students
usually go home for lunch. Once or twice a week
they might have afternoon classes and someames
there are extra-curricula acuvities such as Theater,
Art, or Cooking, but other than socializing is some-
thing children do outside of school time.

I find this has a grear influence on how | teach
here in Ge}mnny. I try 1o integrate social learning
into my theater work with children and [ do it by
bringing theater directly in the classroom. My
work is different here because | have o be able o
change my focus depending on the school system.
Neither the students, nor the reachers are used to
Drama or Theater as a method of learning, bur |
try to bring Drama in Educarion into every school
system, bur, as I mentioned before, under each
circumstance my focus is different. For example, |
can and often do, bring an English-speaking role
drama into the Gymmasiwrm. but | can’t do that in
Haupesehule because the students are mostly for-
cigners and they have difficulties speaking Ger-
man ler alone English. | work primarily in the
Hauprichude because students and reachers are
more willing to work on social skills and they also
have more time.

T usually begin working with the students starting
from fifth grade. | sce the students once a week for
a double session (90 minures). Most of them in
the Hauptschule are foreigners; there is a very low
percent of German students. In a class of between
twenty-five to thirty students maybe two or three
are German, the rest coming from Turkey, Alba-
nia, Serhia, Bosnia, Greece, Africa and Iraly. The
classes are very multicultural and students have

them. On the other hand, th
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Hauprsehule is not so much on getting good grades
as getting along with cach other since there scems
to be a lot more violence, That is why | am often
asked to do Theater/Dirama work with the smu-
dents. Maybe on that point North America and
Germany have something in comman — they are
beginning to realize that Theater/Dirama can be
used as a wol o ]u-lp students have EI:;:.i[iw,- owt-
lets in dealing with their emotions,

To clarify what I actually am — 1 market myself as
a Drama/Theater Educaror. | work with all ages -
kindergarten, grade school, teenagers and aduls
but most of the time [ am asked o work from
Grades 4-7 (ages 10-13). 1 always work with a
teacher present. S/he usually participates when |
do warm-ups bur doesn't actively participate in
role play or role drama. Sometimes though, if the
teacher has experience and is motivated s/he can/
will participate. Sometimes the teacher deepens
the themes used in the lesson by allowing the chil-
dren to write or draw their thoughts afterwards.
In a classroom situation where Drama is used,
teacher, students, and drama educator are all ac-
tive participants in creating a dramaric process
that involves everybody’s input. Therefore, before
anyone can use role play, all must be comfortable
with each other which is where ‘warm-up’ and
getting-ro-know-each-other games are not anly
valuable but necessary for the groups’ process and
development. As John O"Toole stares:

“If the role play is to be genuinely par of the dra-
matic process of personal and social discovery, then
the participants must make it their own, and find
out whatever they can about the role to relate it to
their own experience and feelings. This complex man
mandggement afl'f}r role entails experimmr, and a
trusting and not over-demanding environment. *

(O'Tecle 1992, p.120)

The first time 1 enter a classroom my presentation
is what is important. 1 have to be quite clear as to
what I want from the students, and the first lesson
hﬂs ({4] hl: rl.ll'l. J.I'Il'j. includ{: cveryonc. ] ha‘ﬂ: o gct
to know the children, and they have o get to know
me. So what are my options? Talking or doing? 1
tend to do rather than o mlk. In this scnse [ use
my own emational aestheries. | have to creare a
safe, warm, and caring environment while setting
limits and introducing myself and why 1 am there,
Warm-ups are a good place to start because they
help students loosen up and give them a positive
impression of drama, They are great for bringing
the group together and creating a concentrated
environment without chaos, Most of all they pro-

vide a solid strucrure thar gives an immediate sense
UF Sct:urily II'I.EI is !'ICIPI-UI. Whm b{'ginﬂing i SC5~
sion. Using the same opening game or exercise
each time, a sense of ritual is developed which can
be very supportive in stressful situations.

Truse exercises allow students to experience what it
means to be responsible for someone ¢lse and how
it fecls to be dependent on someone else for their
own safery. Trust excrcises provide a basis for the
experience of all their senses such as hearing, see-
ing, touching, smelling, and feeling. | use many
trust exercises and try o build one exercise upon
another. If I omir the ‘warming-up’ step the stu-
dents tend to laugh and not rake the role play or
role drama seriously, IF ] find the students are nat
ready to fully participare, | continue to do more
trust exercises and begin to provide exercises that
use some of the tech niques that role drama needs.
Once 1 have the concentration and full participa-
tion of the students, [ slowly introduce the idea of
role play/role drama in the classroom.

One example of a role drama that includes every-
one, is the sports club meeting for members. All
students are enrolled as members of a soccer club,
most are parents, some board members (president,
treasurer etc.) or players, They decide among them-
selves who they are and how the room should be
set up for a special meering, I tell them 1 will leave
the room, and when I come back I will be in a
different role and the drama will begin, When |
return [ wear a scarf over my hair (I may be a
meother or the secretary) and | present a problem
that the students-in-role must solve: A parent
wants her disabled daughrer

to play on the team. Whar should we do?

The students begin to discuss the siation, and
sometimes they vote on what to do. Whar hap-
pens often is that the usual class talkers tend 10
take over, therefore, 1 switch ro ‘reacher’ role ro
allow all ro have a say. | freeze the action and rap
in to each player asking the key question, “As (e.g.
a paren, or a player eic.) do you believe that chis
girl should be allowed on the team?” The con-
straint is that when sumeone is tapped there are
no comments allowed from other members of the
club. To conclude the drama, 1 ask each of them

to write in role — which means writing down the
thoughts of the character the students are playing
at the time. Here are some of their comments
(translated from German o English):

(Karl, finance manager for the team, aged 12) I like the theme we played,
even though I laughed(ivell a litle bit), 1 was stll for the g

(Katarina, leader of the lavents’ Association, qw‘ﬂ)f nk the daugh-
ter should have t&umrgbumﬂmm Mmﬂnﬂﬂd




At the beginning of a role drama I always ask the
children if they want to participate. This time
three refused, and | gave them the opuon 1o be
jnumn.lma 10 observe and document everything
> that went on at the meeting. They were very ex-
cited abour thar alternarive. This is whar they
wrote:

ﬂﬂl‘“ﬂgﬂnwﬂ Lﬁm.t‘mta;:#m mnﬂpn&kﬂ:
' there was a special meeting for the members of the soccer team
Discabled, ‘other-abled’ girl (She has no arms.) named
and her Mother have a special wish that Linda could
@umq"nhm Linda is 13 years old and rakes
illness. The coach is against Linda participaring on the
is not against it. Lindas mother is very confused.
1de to vote. 17 for Linda to play on the team and 4

The coach says that ‘Linda can play the next time the team

probably be laughed ar and not accepred right away

Mmmfﬁpwdcﬂmpmﬁdt)

r Mast of the time the children don't want to stop
‘ playing even after they write in role. Sometimes
after doing this drama, we play short scenes about

how it is to have a disability and what kind of
prejudices we have against disabled peaple. The
- drama makes a good springboard for getting chil-
dren to create their own drama and for me to sce
Vﬂl‘ﬁm " interests lie.
) qmriansumymun technique when |
with groups of people. These questions are
\'mrina,thmtfmmquimrﬁl
it not prefabricated answers that the students
will please me. I am also not interested in
 yes/no answers. 1t is through questioning that I get
' i&mufqmlududumm:p.mundm

lates to my work in schools.
i Hmei Gglt_;mm in hu boolr Emmamfw
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Emotional Aesthetics

What is emotional aesthetics and
why is it important in the schools?

“Aesthetic education is perceiving .rf:mugfr the intel-
lect and the senses, It is experiencing the intuitive
and the irrarional. It is underscanding thas though
these may be fmpassible to symbolize in words, they
have a significant place in the way we go about build-
ing other symbol sysiems for interpreting und refining
branan understanding. It is experiencing the expres-
sion of meaning which impreses, mtf{ﬁﬁ. and de-
light. (the intelligence of the imiellect). Co-openarive
learning. social skills, self-esteem. languaging, eritical
:bfn.ﬁ'ing, pmbffm mfw'ng, are all COMPONEnts in the
dramatic process bur they are not all there is to it. To
put it simply: aesthetic education provides apportini-
sies for recognizing the play between feeling and in-
ﬂ'l‘l’rl'r‘ ﬂﬂ'ﬂ"& mn_gmrn.lﬁr.ﬂng ﬂfmﬂfﬂg Hﬂm
form".
(Saxton, J.M. unpullllshcd paper)

I find this to be a very clear and precise definition
of what acsthetic educartion is but I tend to shy
away from the word ‘aesthetics,” because the word
is difficult ro explain holding so many meanings
and interpretations. It is not the meaning of the
word ‘aesthetics’ thar is unclear. It is the fdea of
what acsthetics # that is confusing. Therefore, |
am going to take this definition a step further, 1o
introduce the idea of an emotional aesthetics be-
cause this is the aestherics I can relate ro and un-
derstand.

At a recent conference on Theater in Education in
Germany,| ralked to a woman about what we each
do in schools. I noticed that she described her
work by explaining it through the use of pictures
and metaphors. | commented to her that “you
seem to be very artistic and aesthertic, something |
am not,” whereupon she replies, “But you havean

‘aesthetics, an emotional aesthetics.”

It was in this moment thar | decided to write abour
emotional aesthetics, not because | am a particu-
larly emotional person but because the concepr of
emotional aesthetics is something thar deeply re-

i
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crriolions, a'<'4"ri'r.'t[: with their blends, variations, muta-

tions, and niances. deed, theve are ANy More

subtleties rJ_f‘:-muur,In than we bave rf'::-.l'z:{rﬁr".
(Goleman, 1996.p.57)

Goleman's book promotes the necessity of having
=14 ] I'II“I[iHI'IiIl i.rlrl:'”i:_"l'lll. c allld Itll'u'r' 'il]!i“!l'[ill"
emotional intelligence is not only in our schools,
but in our everyday lives. He points our the dis-
tinction berween 1() and EQ) and that both are
needed in creating a whole person, burt he also

|1I.'I|-E{'.‘| |..|.{‘.l| Tl:l.l[ ‘I'.[l]ilil][t.l

I'Fllll_'-l[iiﬂl .'H[il]h SCCMS
to focus mostly on intellectual intelligence.

Most of the work 1 do with students is emotion-
ally based. 1 ask students, “Whar are the main
feelings a person could have!” Most of the time
the answer is love (with los of giggles), anger, fear,
enjoyment, and sadness. Then [ say, “Show me
:l-';)'l":l' )'HH are :ll'lt_".l:l', ll'.ll,?l'l:l', .'hlli,“ ur, u.l';]’llw me o
sirnarion when someone is angry, sad, or happy.
Show me a still I:i: ture (a tableau)...”. Once [ have
these pictures and situations from the students, |
continue from there. All the ideas come from the
students. | give impulses, and my job is ro get the
students emotionally involved in the task. When |
have thar, work is easy because the students have a
commitment to themselves and ro each other.

Showing emotions is not really important for many
people. Just recently a boy said to his teacher after
having disturbed a lesson | was eonducting, “1
don't know what this stuff abour feelings has ro do
“'Illil. J:l:l- E-J e |Ii[”f.'?" ll'l ||ti||.'[ 'i'l'L.[Li.'i. .l'lt,' “'lll]'.{l"l."l!
whiat feelings have to do with him and why are
they important to talk abourt it in school time.
Emotions lie at the base of all theater and drama
work as they do in our real lives. When children
are not able o feel emotion, they are lacking in
social skills. Therefare, ralking abour feelings and
playing situations that show different feclings is
valuable and necessary in the classroom. Writing a
poem abour love, knowing whar it means o be
[ﬂ,'hE"..lllb‘li.l]L' E:..ll' ;l["’.l Care I".H sOomeone EISE as \Hﬂll s
for aneself, belongs o everyday experience and
should be incorporated within children’s general
learning. Children need to have positive ways of
expressing their feelings and ‘Drama in Educarion’
provides an outler for thar.

When children make a tableau that shows sadness,
cither their own or that of someone else, they
usually have their head down so that no one can
see their eyes. They don't show their face, their
shoulders are hunched and they seem 1o have no
bodily energy. | try to allow each student to expe-
rience this feeling for him/herself. When I notice

them going into cliches, [ ask the question, “Why
would someone feel sad?™ or “When or why do
you feel sad?” The answers come quickly : “When
| feel alone,” or, “When someone has died,” or,
“When I ger bad grades in Math,” or, “When my
friend docsn't want to play with me any more.”
Nil[ '-|1| l’r:’hl'lll ANSWer lll[' l.ll.“'."‘!ti[l’l. Llild I (1{!”‘1
push them because they need 1o protect them-
selves. Nevertheless, 1 encourage them to experi-
ence their boundaries. [ always ask them to play
out the scenes afterwards. Most of the time they
do, because they are protecred by the role they
take on, even if the role is similar to themselves.
The children don't have to share their deepest
emortions with me. | accepr what comes.
Sometimes [ want to know more. OF course, |
wait for my ‘reachable moment.' An example:
Three girls are playing together, a fourth is alone.
She tries to get into the group, bur all three girls
say no and walk away. This scene is often played,
with variations, but the theme is always the same -
being left our. Somerimes the students find their
own resolution, such as trying to integrate the girl
into the group. Other rimes we mighr alk abour
how the girl feels and whether or not the scene
was played truthfully. Sometimes a group will play
the same situation bur the feeling generated then
is anger. This leads us into discussion abour feel-
ings or playing more scenes about why and when
people feel sad or angry, which brings us o ralking
about problems students have outside or inside
the classroom and whar we can do abour them.
I notice the students are very interested in acting
our these situations. They begin to share them-
selves by apening up and introducing scenes that
show their own experiences), This all becomes
possible because [ provide a trusting enviranment
where everybody is equal. Through the emotional
aesthetic setup, the students do not feel threar-
ened. Everyone has the oppartunity to get in touch
with feelings, their own and those of athers; they
try out different kinds. Somerimes | even ger the
class *bully” to show sadness, and when this hap-
pens the starts 1o see him in a very different light.
Thase rare moments make me think thar express-
ing and showing feelings in the classroom is im-
porrant. Studenes like to express their issues, and
when a scene is played well, everyone can relare to
the feelings expressed. This way, students also
learn @ bit about acting and how to be truthful on
.ﬂugc' — I gain two goals here at once. [ notice thar,
in some classes, after doing this kind of work,
some students are able to verbalize their feelings
better. It makes life easier for them when there are
conflicts outside and inside the classroom. A third-
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grade class said 1o me once, "Can't we play feelings
again today?”

I feel thar emorional aestherics is very important
because it is the basis of learning social skills, build-
ing self-csteem, Forming trusting relarionships,
and developing honesty in the classroom. Emo
tional aestherics has o do with personal engage-
ment with oneself and others. It has o do with
how do | feel in a particular situation, and not
how I act or how | am received by others when
being on stage. Emortional acstherics is abour look-
ing inside oneself, and, through drama, turning
what is inside out: bringing the personal inrto the
public. 1 would say that my work is therapeuric,
bur nor therapy. One does not necessarily need
therapy to express feelings. That is why 1 see this
type of work necessary for schools because stu-
dents have less and less outlets where they can be
with their feelings in a positive and nurturing way.
‘Drama in Educarion’ helps ro build self-esteem,
and, like aesthetic education, helps o reinforce
sacial skills and collaboration. Through ‘“Drama in
Education’ students begin to trust themselves and
others. I feel thar this way of learning enhances
their creativity, intelligence, and emotional well-
being, not only for now but perhaps in adule life
as well.

*I feel that I dow't like something.”
“No. " Marrin replies,

L don't mean that. The feeling comes from inside,

Nat from your head.,

not where you think,
! but somewhere elve where you don’t think,
where you just feel. "

Windsor,1995 p.87.
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Verl. Hohengehren, 1997, Reprinted here with
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peared in Drama Conract, from council of drama
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University Theater: Mise en scene of El premio flaco
(The Meager Prize) by Héctor Quintero;
Production with Pedagogical Goals in the Spanish Class

Eduardo Cabrera

Already in 1963, Rail Castagnino had signaled in

Zusammenfassung:
his .*:}.r.r':'.r.rfugfx.r def teastro a rgrnu'uu [ .‘;ui';ﬂf:!” nf Ar-

gentine Thearer) (citing Elmer Rice) chat “without

!"ll'lla'l[‘l{l (.‘ill"[{‘l.l ‘bll'”l ]'I'Ii: ."l.l:lu']:lllu‘nl:l f‘[l."]l!l‘i'- ma- - .
I the art of theater, there would be no dramaric ari;™

chiger Theaterarbeit cinen positiven Trend Rir die

g : A - and he adds, “The text converts into a theatrical
{(Hochschul-) Bildung Nordamerikas vor. Er be-

; 5 S vt At artifact when its interpreters represent it before
stimme diese t-'”l“""'khj“}: nither im Kontext wach- the CU!!]IIIIJIIII'[.'.:’_ Jean Doar was r'tghr when he said
in Entrée di public thar ‘theater was born ourt of a
community’s need ro express icself” (11} Later, in
Teoria del tearro ( Theory of Thearer), Castagnino
insisted:

sender Bedeurung dstherisch-prakrischer Aneig-
r'lll.r'l:_"‘ Yo I ;ll:'l'.lll,l r f??’f’.‘l'{fr {fﬂ'f’f{{'f) ;t]'\. \l’i[hl i.gl.,'
Erginzung traditiencller Rezeption gedruckrer
r]‘ﬂ.".\“.‘ lflr ."Er'r..'?_'r 1.{.‘?'.".{1:.! ;Ih’f)ll. "‘il.:'"'-l'\u Iiil'lfli LII[T]IlI[, l.il.;'ﬁ-
niert Cabrera als Raum und Zeir erfebrer dstheti-
scher Repriisentation, in deren Grenzen sich Lern
prozesse entfalterr. Cabrera analysierr anhand einer
Stilckprodukrtion mir Spanisch-Studentlnnen in
Texas die theoretischen Grundlagen, die Theater-

While a dramatic work remains in a book, it Lacks theatrical life. (...} A
rwork of theater is such only when ir &5 embodied in the three-dimensional
space of a seage and unfolds in the fourth dintension of time. Space and
time, in reality ar in the ficsion af are, integrate their vital a:qu'rbrm

arbeir in einen Ort interkulwurellen Lernens ver-
wandeln.

In the last few decades, in academic settings, there
has been a greater emphasis on studying theater in
a '\'-"Jl:n' :}i.!l i"- |'|.'|'|II.‘I'|. mare .'ll.'1'|]'.|||' Ih.‘l.l'l ‘Tﬂlli.rinnﬂ.l
approaches, a way that takes into account not only
the dramaric texe bur also the performance rexe.
(:lllltl'rnilll_: ll'll' lr.u!i[i[ln.ll '.ILTIIEII.'“_]!, I‘}l}l]i"llgll
Adame criticizes the fact that "studies related o
the dramatic text have been realized, in the major-
ity, from the perspective of literary criticism. Rare
arc the studies that use a proper theatrical ap-
praach.” (11)

|:11rt||;1:tlt'|}', the situation that Adame describes is
changing rapidly. Julian Hilton has synthesized
well the nature of this ch.ingc in the following
manner:

In the past ten years, Theatre Studies has expe-
rif[chd Tf_'llt:lr](:l{‘ic ill[cl’l],ltiull.il BIUW[}I, stu-
dents secing in its marriage of the pracrical and
the intellectual a erearive and rewarding disei-
pline. Some countries are now opening school
and degree programs in Theartre Studies for the
first time; others are having 1o accommedate
to the fact that a popular subjecr artracting
large numbers of highly mortivated students
has 1o be given greater attention than hitherto.

(i)

Also in this drama differs from other literary forms. ..

One of the ways university students can be con-
scious of the diverse dimensions of thearer is
through theatrical productions. In spite of this
evident facr, there are nor many educational insu-
tutions that promote theatrieal praductions in a
forcign language, at least not consistently.

The Department of Classic and Modern Lan-
guages and Literarure of Texas Tech University, of
Lubbock, has undertaken the difficult task of pro-
ducing theatrical works annually. The impulse 1o
have university theater requires much mare than
good will; to sustain constant support at the
logistical level, there must exist an adequate infra-
structure, from the existence of a “practicum of
theater” in the course catalog to an appropriate
quantity of economic resources that would sce the
production through its completion.

This essay considers not only the elements thar
mediated the production of the play but also its
intended audience as a constructor of meaning,.'
In accord with Susan Bennetr, “The two elements
ofpmducric-n and reception cannot be separated,
and a key area for further research is the relation-
ship berween the two for specific cultural environ-
ments, for specific types of theatre, and s0 on.”
(106) Ob\riuuslr, for this production, ane has
cipecially to ke into account the wpe of recepror:
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I'Li!:]l }J.h.[_“li 1I|]|.L urli\'l..'l.'\il"r' .“'[Llﬂ.!L’!l[“- .|||L] }'L_|'|I';L' ol
the Hispanic communiry.

Parrice Pavis, following the conceprualization of
{_:.l[ll!‘- : [_Ir1|._|l_‘|1l;|r1'.. II.I\ irll.i'.H."ll Lh1n} |!“.' Il'li'\ AL L\I
considering in the analysis of the performance not
only the phenomenological image of the staging
process, bur also the intention of people involved
in the production and the resulting effect on the
audience. To this end, according to Pavis, it is
essential to analyze: (1) the preparation of the
spectacle; (2) the phenomenological image of the
staging process: and (3) the effects on the audi
ence. He explains:

The understanding of the prepararion of the spectacle (1) is only interest
ing if it cases light on the phenomenon prodiced, thar is the mise en scene
3). This we can understand only if we can evaluate the way in which the
spectator is moved and inflienced (3).
{Puesta en escena 41-42)

Due to the fact there is a scarcity of Latin Ameri-
can theater in the Unired Stares (and scarcer still
the number of plays actually performed in Span-
ish), and considering the interest people of this
country have in Hispanic culture and theater, this
|}'[H’ lll. L!Il'lil'l. I iillllil I“.' l‘]n.\;ﬂ]{'tl'{{ iflil‘l.\i“.'ll'\.il.'jl_
within the academic community, In this vein,
Ethel Pits-\Walker asserts:

Many inseirusions consider themselves mulaculiural and nommadyrional
in their approach ro thearre simply by casting people of color or the disabled
ar ﬁmd.’r: i roles J'n'{-l'rﬂ'n'rh'r{}' near gr'elr:.' ta members f-:llr these ‘g-'m:llr-'.'
However, how many insticurions inclwde works by playwrights from
underrepresented groups? (... ) How many institutions would be daring
enagh to produce & whole seasan af diverse works?

(8)

It follows that the pruduuinrl of works l:t:r His-
panic authors in Spanish constitutes an element
that could fill a vacuum not anly

in the academic

.!'”.5".]:\ |.1| "'I.I]Li'.':'”."' i illi' ‘..lll_ll._‘.l l"ld:i."‘ |1|ll .1|:\||‘ ill
the development of the Hispanic communiry.
For the students that participare in this artistic
I."\'lh.'l il."l'll. s ||'|I.'|I.' A r|.t|.|.|| |F'|II.' iu'rl;'l\rll-. |||'|I||[|F
which are: they learn to value theater as a specta-
|_|I!,'_ ot .Fll\l A5 @l WTItiCn |"[I'I{|||I_'|: '||‘|Q"| |'|.|\'[' il {1[
rect experience of diverse aspects of Hispanic cul-
ture; they learn to employ the language in a more
profound sense, internalizing important rech-
nigques of communication. In sum, theater is a
medium that serves the students, and not the re-
verse, and because thearer can be an activity inte-
gral to their formarion, all students are welcome 1o
participate in it. Meaning that there is no selec-
tion of actors according 1o an inclination rowards
acring because no one can put limits on whar a
student with no acting experience mighr accom-
plish. Furthermore, it is not the intention to pro
duce a drama of professional quality, bur instead,
to experiment with diverse theatrical aesthetics
I'he works selected for this rype of class must have
NMLUIMEros |’||||'|. '\\ilh |||‘" |I.i|'.| ||:|.|r |11.£r|_'.' '.I|.||.1|.'r|[‘|
may act. While the primary responsibility of the
students is to perform their roles, they still must

participate in other aspects of the Jll-u.|u-.l1u||

scrring, lighring, costume, make-up, markering,
etc. One of the Elrim i5|.4| intended effects (which
is obrained in a relatvely short ume) is the sense
of cooperation and solidarity within the group.
F"u\l'il[i.l”}. '1-§||I.]1.'[I.|'L noi |1|||:|| '\'I[i'r"' S0 [l]ail all[
aspects of the production will be completed suc-
cessfully, bur because they desire thar each acror
develops in his or her role wo the greatest possible
cxXicnl. .J.II\' [,\:ll"lll"[rl.l.lhil:l ‘I’.‘L':f.l.(,]ll..l.l.l,'i .‘“HJ ul:h.lw.'r-
graduates means that the former, with their greater
t"tl'\ls'ril'lh'r .Il'ui I-LIIu'.\lrtiE_"r al Il'u |.II:1_'.H.il_u'. can
.l'l‘li\-! Il'lH\I' in 1|'|!' i.ll.'li.'! !_'.Hl“ll \'r'l'll.? arc H[Ii'-‘lrl;_: [
improve their language abilities. In addition, the
many meetings that students hold ourside of sched-
lll.l.'l.l LI-I"'\ ‘i]]“."' l'\:-ll‘.'“‘u!ll."- 4| I."HII':‘: [iL"- 'ﬁ'||l|'|||| [h.l
FTUHP.

JLlﬂ.l as [I]Crl_‘ ATE ML rcrns |::|;‘|'||_‘|:1:'|h. !.rl-r |['|IL' AL~
dents of this class, so do exist many positive conse-
quences tor the audience that artends the perform-
ances, One of the principal aims of this type of
production it to attract to the theater not only
lllli:\'l'r:\it:\' \Il.ll.lt‘nh E!II' Lll'ﬂ'l J'Ii;:]l i l“]i]l '1||.||.|.l.'|||‘!
who desire to learn more abour the Spanish lan-
guage and Hispanic culture. Another fundamen-
tal objective is 1o establish a bridge berween the
university and the Hispanic communirty. In many
cities of the Unired States, a large portion of those
thar speak Spanish in their daily lives do nor have
the oppartunity to attend performances in Span-
ish, the result being char when there is an event in
Spanish, many people attend wich a grear desire 1o

ﬂ
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i'l;l[‘.il. i].b'lll: "2l i\'L'l}'. I-I.“l'lllh- |:|f id!_"t L& [c-ltL’d I“."'\‘I'ctn.
the university and the Hispanic communiry also
serves to bring the campus nearer to people who
IIJI'.'L‘ I.'\k“."l il"]'ll. ﬂ.":i il ‘.t'L'I".I.r'.l[i:ln 0r I.“. l: l'f;llv;l;l[i{“l
from the university.
I h." '-I:l S wWaor k Hl'l"i |I'[I 11‘}' ; “.':I:'.L'h ’ Il.'ﬂ 1! .HII“.{I,'TI"“ wis
El premio flaco ( The Meager Prize), written by the
(:'Iltl-ll'l i!l..lr'f\'n'l it_:hl }] ll'l. [or (ll]j]]l(‘Fl!. .I-ili\ il];]“'
describes the social situation in Cuba shortly be-
I.‘ll‘ll' [IH.' reve ||.| i El M1 K lj. Fi‘llﬂ,’] c j'-l‘u' k. i .Ill' IT[IT"-’IE[T'
nist experiences a circular change of forune, from
hl'iui_: a very poor woman, an inhabian of a
neighborhood of people with scant resources, 1o
being a homeowner, to returning once again to
her original misery. The play deals with impor-
tant themes, from the condition of the poor in
Cuba - cspecially the problemaric situation of
women — to the manipulation thar the people
:I'I.Ii]-‘.'f :l'll(}'l.l!;h 1.l'|f,: Illﬂdiil. ,Jﬂiiil{'lllsl'l l.}!l,.' ;IL:iull
takes place in Cuba, the social conditions pre-
sented can be interpreted like that of any other
country in Latin America.
The play has many parts, which meant thar the
sixteen students that registered for the class (five
graduates and eleven undergraduares) could each
perform a role. As happens frequently, several of
the “rockie actors,” who before the classes began
had asked for small roles, quickly changed their
opinion and asked for more important pars. Psy-
‘_|"|L7‘Iﬂ.‘s-“.l|| !"-LL(U[S :l]bu came ;I'I.t'.‘ I.‘l'd}' ;I'I W rﬂvUI'ﬂ.I.l!‘_'
manncr: at times, those students who manifested
timidity were those who acted with the grearest
enthusiasm. Eventually, they realized that lack of
experience or theater know-how did not mean
they could nor do well onstage,
One of the first aspects of production was securing
a stage for the performances. Because the venues
of the Department of Theater were not available,
we proceeded to reserve the Allen Theater of the
University Center. Due ro patronage by the Sigma
Delta Pi honor society, use of the theater was free of
charge. However, two srage technicians; responsible
ETT |1|C I;B]!lil'l; il!l{l ﬁlllll'l.l.l. |!1J.tj (4] L'H'." Ilﬂil]. ﬂlid
money for necessary materials for make-up was also
needed. The Student Activity Center of the Uni-
versity assumed responsibility for publicity and
program costs, as well as securing police and secu-
rity detachments for both performances, Because
we had no workshop to build a ser. we tried 1o use
to the maximum what we had ar our disposal and
obrained props through thrift and contribution.
The primary expense for the ser was the rental fee
for a smoke machine, a device fundamental 1o the
staging of the play and which was uscd 10 crearc a
surrealistic atmosphere in two scenes.
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Another pre-production task was the adaptation of
the p]:iy. The elements that had 1o be taken into
account were the following:

I. The elimination of Cuban idioms or expressions that were consid-
ered 1o be difficult for the general public o understand;

2. The elimination of lengthy scenes that contained redundancies
unnecessary for the development of the dramatic action;

3. The privileging of scenes that possessed a grand thearricality — much
stage movement and character interaction — and, consequently,
the diminishment of the importance of parts with excessive dia-
logue;

4. The reduction of the play from three acts to ong;

5. The changing of the names Mariano and Azucena ro Bill and
Monica to make them more contemporary and accessible 1o an
American audience;

6. The inclusion of an opening circus scene which served ro augment
the surrealistic atmosphere, diminish the level of tragedy; and sug-
gest more of the pre-history of the play so that the audience could
witness how those events affected the proragonist;

7. Theaddition of various pieces of music and special effects, includ-
ing a speech by Fidel Castro, mixed with circus music, at the end
of the pl:iy to suggest the advent of a new government (withour
emphasis on the detail of the speech’s content).

The adapration was accomplished raking inta
account and respecting whar the playwrighr wished
to express. The extreme poverty during the Barisra
regime, the lack of solidarity amongst the people,
and the hope thar might exist in the younger gen-
eration are elements central to Héctor Quintera’s
dramatization of life in Cuba and became quite
elear in the staging of the play. However, it was
not intended that a mere illuserarion of the eriginal
play be presented; on the contrary, the actors crea-
tively sought to manifest these themes within the '
parameters established by the direcror.

The methodalogy used in the direction and stag-
ing of the play was based on diverse theoretical
rﬂurld:l[ill:rls,, “JI'LI.I:I'I.‘IIEJH:IH_}' oan tI'ﬁE |'|lfth|:l|:| l“F
Constantin Stanislavsky and techniques of Jerzy
Grotowsky and Vsevolod Meyerhold, Prior to
beginning the work specific o characters and con-
crete dramatic situations, the students participated
in diverse dramaric exercises and games, which
allowed a confidence to grow within the group
and creared a friendly and cordial atmosphere, In
addirian, the students had the opportunicy o
perform various vocal exercises, with the abjective
of improving their articulacion {to be better "un-
derstood™ by the audience) and volume (ro be
better “heard”). In these areas, the progress of the
actors was hererogencous, dependent on the dedi-
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cation that each student gave to the exercises on

their own rime.

']'i'lt' {{]Irl:l. I,EI!['I l]i- :I‘l‘ Acinrs ”.H.l!";. il'l.“i Aaccount ihi‘
principal fundamentals of Stanislavsky’s method.?
I:il\l, aciors ||]-I1l]tdi|lﬂ"l 'h!' ‘Il}lllltll '|\'|1|| .“ I-T.hlll.'
objective of mainraining “illusion” during the
majority of the play. searching for a sense of “truth”
{consistent with Stanislavsky), was to obrain the
complicity of the audience. The actors wanted the
spectators to identify with the characters, who
“LII_I]EI l“_' i“’(‘wll[ﬂj A5 ac [I['.ti L'N.'ﬂpll'. ‘Ill'lf' IFLHIHII
wall puaranteed the creation onstage of a separate
reality (thar of Cuba, distinct from thar of Texas).
The director emphasized thar the actors should
never break the fourth wall by looking at the audi-
ence, the result being thar the spectators could feel
immersed in the separate reality creared before
them.

To enhance the idennification of the audience with
the characters, the actors had to feel the emotions
of the characters. The student-actors were in-
seructed in how to urilize their own emotions
augmenting those proper to each character. To
experience sincerely these emotions, the students
learned Stanislavsky's technique of “emorive
memory,” which consists in remembering some
cvent in onc'’s life to “relive” genuinely a particular
emotion. Prior to using this rechnique, students
had performed “sense memory” exercises. (For
example, in the first few rehearsals, students
practiced the classic “coffec” exercise, whereby
they evoked in their senses the hear of the mug,
the taste of the coffee, etc.) The resuls of such
exercises were diverse, again depending on how
diligently students pracriced them on their own
time and on whether the individual was consciously
or unconsciously resistant 1o the acting out of
emotions.

Within the proposed method, each actor was in-
structed to learn the “antecedent of the character”

l.“!”:ll{'l il'l'li'“"”.l'l": l.('fl\.{'}q ol H‘-1.”Ii‘\-4.l\'1k_‘p';'. '“'.Hll
an emphasis on understanding the concrere his-
tory of the character, including aspects relative to
hl\ ol EIK'[ SCALLLS, |._I.|.|.|l Al iL’III I!l'I\I.JH.IJi[I'.. ‘.'I'I'\'ilil]l_ﬂ.
cte. This investigation helped students define the
L I'I:I'I.II. Lers maore [['JIiH[iL .|”:|.' .||'|IJ il‘- l'lh'l.[ Wils I."-'i
denr, allowing students to experience the com-
plexity of the characters and add this knowledge
to their presentations. Exploring the history of a
character was not a task performed and completed;
on the contrary, it was informartion used in the
unfolding of the emorions and actions of each
characrer..

Another acting concept employed was learning
“li'“.' ||||.’|.'i'i C llr Gl I‘l I.]].Il.ll."“.'f il'l ‘l'a'l‘l'h SCCNE. g ]'I“l]
example, in the scene in which I[luminada and
ﬁ.}l-[..l.'l .“| ."&:Ll(' .|E“|H[ !llf [ent, cac || AT 'n.'-'ul'!it'l:i
on maintaining the proper objective in mind dur-
ing the entire scene: Huminada wanis to get rid of
the vent, and Octavio wants to bring it to their
new home. Remaining conscious of these objec-
tives throughourt the whole scene resulved in realis-
tic and convincing acting.

In each rehearsal, and in nearly every scene, there
was an emphasis on action. The direcror arrempred
[0 CIcate r'!:.:l I.’I'I]i\ L]Liluil,.ii.'r.\ t"l]l il'lli.'lL"I[illLL" f\j[ﬁ]J'
tions. To succeed in thar, it was necessary to in-
VN[ VArious .Ill.[t'l"“"l;ll'lg: movcimenits .1|H,J ACTIONS.
One of the goals was to stimulare audience imagi-
[1.{'{‘“.1!!. .\':‘Jt it.l\jll;: W 3CL ]iLEL i]] hllll_1|: nor ].‘[':liﬂ'
the public had to had the possibility of visualizing
lot of things. For example, the tent was an irem of
fundamental importance to the play. In order for
1|‘]i_‘ .‘ll!l,“:'lh't' By il'l'mgi]:u' ir. lllt‘ AChOrs |].i{1 (0] "'.'i'i.LI-
alize” it in great detail

Ihe group also worked on many distiner facets of
the |:I1'Ilill.l{ tion. With respect (o the set, it was
decided to use a “black camera” effect, which al-
lowed various symbaolic elements to be highlighted
over others through the manipulation of the ligh-
ing. Consistent with Grotowsky's “poor theater,”
the ser design was limired to a single rope, which
funcrioned as a clothesline, thar ran [rom one side
of the stage 1o the other.” The hanging clothes
symbaolized the poverty of the communicy, bur ar
TI]: sme li:fT'II'., _II.I'.!H'.I, “']Il' \'-'il.'ul]l'l{ l'l]tl“.‘.‘h 1‘1”’ a
living, utilized the clothes w perform her daily
laundry duties. Therefore, the ser design was both
f'.lﬂi:l'iﬂn.il .in‘l .\:I.'I'I'Ihl'll[l_..

Another effect ul_wurk'mg within “rut:lw.l.l-:l\-".\.
theory was thar iv allowed the focus of the play w
be on the action of the actors. Regarding the use
of props, the actors also limited their use as much
as possible, employing those props which were
either functional or symbolic. An example of a
funcrional element was Monica using a small plas-
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tic tub to wash her hands, which she was doing
when she discovered the lucky soap thar contained
a hidden slip of paper announcing the prize: a
house. 5o thar no attention would be drawn to
the tub, it was brought onto the stage by a student
li!l'ﬁﬁ['li ill l||I-H. I'|.., \\']![i {Iill ot 'Ili.llﬂ.l (A1 01 illl.r ({4 ] l}ll‘
existence of the “black camera.” An example of a
symbolic clement was the use of smoke to create a
surrealistic :|In1nx|1i1rrt~_ With the smoke, the
circus scene took on a dream-like quality which
could be interpreted in various ways,

Other props were utilized that had both func-
tional and symbaolic characteristics. For example,
the wheelbarrow constitured a symbol for home-
less persons, At the same time, it was used to move
and carry other important items as the action
required (like the bucker Juana carried around for
Luis to use as a toiler); similarly, it was used to
transpart one of her children. The clothesline
with drying clothes also had a funtional/symbolic
characrer..

The costumes were created by considering two
!l-'l."!;{ COnc l.'l]lﬁ.' [I“.' L& i] CLlS L‘U'III l.i ﬂ.:l"' [{‘F'li'-‘l}r I.I ress.
The importance of the circus costumes was rooted
in helping ro ereate the aforementioned dream-
like atmosphere. Hence, the actors sought out
colorful clothes and costumes thar corresponded
with rypical cireus performers: clowns, jugglers, a
lion-tamer, a rrapeze artist, erc. The day-ro-day
dress also had to feature certain characteristics.
For example, the character of Bill, friend/agent of
the "artist” Monica, used a black leather jacket
while the rest of the cast was directed ro wear noth-
ing having black, white, or red in it. Black was
avoided due o the black camera; white, because 1t
is too strong a contrast to the backdrop; and red,
because it is a calor that calls too much atention
to itself, thus distracting the audience unnecessar-
ily. Bill's wearing black intentionally violared these
principles to draw attention to his negative per-
sonalicy,

In the mise en scene was intended thar acting be
the central focus of the spectacle. With the limited
set design and diminished use of props, the objec-
tive was for the audience to focus its artention on
the actors, Given the relevance of previously men-
tioned ideas, the staging of the play was conceived
with didacric ends.

One could surmise that even though fundamental
Stanislavskian concepts and techniques were em-
ployed, the performance have resulted far afield of
the naturalism desired by Stanislavsky. On the
contrary, the company left many elements to the

imagination of the audience. Coinciding with the

conceptualization of Meyerhald, the intent was o
avoid passivity on the part of the specrtor:

Newadays, every production is designed ro induce andience participation:
modern dramatists and directors rely not only on the efforss of the actors
and the facilities afforded by the stage machinery bur on the effors of the
audience as well We produce every play on hte assumption that it will be
still unfinished when it appears on the stage. We do this concseiously be-
canse we realize that the crucial revision of a production is that which is
mtade by the ipéctator.

(Braun 256)

Under an eclectic conception, mixing diverse aes-
thetics and theatrical methods, the company look
for the ereation of fundamental contradictions.
For example, the actress thar played the protago-
nist had 1o perform her character in a completely
natural way, secking to “feel” and “live” her role in
a way that allowed the audience to identify with
her {consistent with Stanislavsky’s methad). This
eontrasted charply with the expressionistie ele-
ments of the staging, and resulted in the promgo-
nist’s personality being exhibired distinerly.

One of the basic motives which the director incor-
porated in his direction consisted of the intention
to maintain the enthusiasm of the whole group
despire the difficulty of the sk ar hand, This
meant postponing when necessary certain tasks
fundamental to the staging of the play. Because of
that, rehearsals commenced with the most dy-
namic scene instead of the beginning scene: the
moment when the newsreporter interviews the
protagonist. Everyone participated in this scene,
including a model from the soap company and a
group of gossipy women, Essentially, beginning in
this way built up the enthusiasm of each student
by allowing them to feel a part of the drama and
fostered the group cohesion intended by the diree-
tor,

An important aim of the production was to reacti-
vate the relationship between the audicnce and the
spectacle of theater, which made it necessary to
include ideas, events, or characters with whom the
public could idenrify. 1f Cuba and its people, the
revolution of 1959, or the arch-conservative gov-
ernment of Batista were things unrelated to the
daily realiry of the Texan audience, the producrion
of Fl premio flaco soughr points of contace with

the reality of life in the United States. For exam-
ple, the characters’ names were changed (e.g.,
Mariane and Azucena ro Bill and Monica) 1o bring
the spectadors within a familiar historical con-
text.! In this way, the events onstge had a mulu-
ple historie, social, and political contextualization:
that of Baristas Cuba and that of Fidel Castro's
Cuba and the present-day United States. The
director did not seck to transmit an obviously
moral or didactic message bur to insinuate thar the
audience might reevaluare its preconceptions when

——
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faced with the confluence of these mulriple reali-
ties, Withour discounting that there can be a
realistic theme to the play, the production left its
audience open to the possibility of mulriple inter-
pretations.

Another important part of the production was its
publicity campaign, which involved diverse medi-
ums: newspapers, radio and television stations,
community bulletin boards, and other platforms.
One complementary marketing event was the
class’s participarion in a banquer commemorating
the Hupanic Student Socicty Cultural Awiireness
Week, at which the class pcrfnrmcd a scene involv-
ing the entire group, full of the dynamic and play-
ful action and music. Also, to anticipate the per-
formance, a lecture and slide show over the dis-
tinct elements of Cuba was presentated one week
before the production.

Prior to the first performance, the director re-
minded the actors about basics ideas that should
not be forgotten:

Speak loudly: performing in a theater with a 1000 person capac-
ity required that the actors speak much more loudly than in nor-
mal situations;

Do not look ar the audience: they were reminded 1o maintain the
illusion of reality — in this case, the reality of daily life in Cuba,
distinct from life in Texas — by respecting the “fourth wall” and
not for one moment looking at the audience;

Do not turn your back on the audience: they were reminded that
it is necessary that the audience can see the face — the eyes and
expressions — of every actor;

Do not block other actors from the audience’s view: performing
on a stage of huge dimensions required special attention in every
sCene;

Keep characrer in every moment onstage: actors were reminded
that they are the character to the audience at all times, not just
when they are speaking;

Concentrate in every moment: actors were reminded to nor for-
get their entrances and exits, etc;

Keep the conversation fluid: it is not necessary to wait until an
actor finishes his line, and it is important to'maintain a natural
rhthym of dialogue.

Everyone is respansible for his own costumes and props.

Both performances were showed before full houses.
Nearly two thousand spectators attended the pro-
duction of Ea'pmwfw  flace, For the parucipating
students, the experience was both a formative and
‘unforgettable experience. In addition to the learn-
ing experience — both academic and personal —

at ion provided the students, an-

more clases in Spanish, lirerature, and especially
theater. Several undergraduares repistered in elasses
u[ ! .'tlin a‘"mu'lh Ann t]1|:'.L1{'r. nol ]H’HLliIlHllt!- |JI|.I
classes of rraditional pedagogical methad that
involve analysis of plays and learning theory. The
same happened ;a'mnnr, the graduates, some of
whom are now considering Latin Amcrican theater
as a possible dissertation topic. For many of the
spectarors thar attended, it was there first conract
with the University; for others, their first experi-
ence of thearer.

Regarding the audience as a constructor of mean-
ing, the feedback from spectators demonstrared
numerous possibilities of interpretation, In the
final scene, in which the protagonist is obligated
to assume the role of a circus performer in the
sireets, E!l l}IIIE a trumpet while “I"Irll'l!_; a EI.IIIHIIE
suit, there appears a new character: a teenaged boy,
the IJII!'\" one in the town who does nort |'.'u|g|'|. ar
the protagonist. The public’s interpretation of his
appearance varied significantly, from the most
literal and realistic to the most profoundly sym-
IJ(TIH., lI‘Ili:‘- ‘.li'l'"]'&il:p‘ [Ir‘l‘l]i”i‘l[l i'll']{[l.]l‘!'l{ {“HLIJ.‘.:—
sion which enriched the level of understanding,
allowing the audience to approach the heart of the
play. Ar the same ume, these discussions aug-
mented the enthusiasm of the public, and many
spectators manifested their interest in anending
future productions of theater in Spanish.

This type of university theater can constitute, in
the furure, a level of acrivity with a far wider ra-
dius of influence, In this inital phase, these pro-
ducrions will narurally be limired 1o the universicy,
but in a future stage of development, one can
envision performances presented in venues beyond
the university grounds. Without doubr, this inau-
gural producrion of theater in Spanish at Texas
Tech University has left an indelible impression on
both the students who participated and the com-
munity of Lubbock, who supported this valuable
educational activity with its actendance.

Many of the spectators were students of high
schools from various communities of Texas,
traveling several hours w see the play. This was
the value that these students and teachers of Span-
ish placed on the performance. Obviously, those
teenagers that wish to learn Spanish found in the
play a valuable contribution to their learning; the
audiences were very attentive for the entire hour
and a half, indicating the effort they were making
to improve their listening comprehesion. Further-
mare, the reachers can incorporate discussions of
the social, political, and economic situarion of
Cuba, like the struggle of women or the psychoso-
cial elements of the characters” cruelty, into their
curriculum after the play.
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I'he production of Ef premio flaco demonstrares
hli\\' 1}”" ‘.l'l!,'.ll'..". Caln .llt-l..'L.ﬂ H | ].i.'!_:l‘ i[l.l]l.]';_'”.'._'..' |.|]
different levels of the student population, from
pedagogical results to mouvanng sudents for their
LE'.I!II.iI'l:-_:. F:Ir |||'|:|"al:'|‘|.;[.'| '\||!|.|!"|'||‘\. new ||l:|rift!|1‘. 1]"
study emerged ar the undergraduare, graduace,
and professional level. For the high school stu
denrs, the university can be perceived, nor as a
place for the elite, bur as campus open to those
who wish to advance in their educarion; in addi-
tion, the study of Spanish is converted into a “liv-
ini_',.' r|:li||':_',. COonnec IL'L| (i) []11":: |.I'|l"1. ot illhl i
course limired ro the classroom.

Lll'\l,,'l.l! ol [|1L' \|'|:||l'|'|1'1 'I\i!ll‘ F"I[Ii. il,ldtl:‘l.t ]I-i'n'i.' EX
pressed a desire to register for the next production,
CXPITISINE AN dw akened enthusiasm in their stud-
ies. Another positive effect has been the genuine
t'lii‘nl.l'\hip tha 4.'[IIL'T':;L'L| AMONES! the participants,
many of whom have conrinued their relarionships,
which are profound and enduring. This is the
magic of theater; more than a simple are, thearer
puts into I~|.|_1 the |.(_'ﬂ_'|-IHH\ of all who come within
its circle, leaving irs indelible mark. In truch, i is
more than a subject: its an experience it|1{'1_{:.i| o

one’s formarion.
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MNotes

! Parrice Pavis’ article, “Problemas de semidtica reamal [a
relacidn espectdialo-

expectador” in Gestos §1-23, containg a brogder elabora-
tion of this theme.

* Far a comprebensive description of Stanislavskyi method,
see Un actor s¢ preparva and Manwal del actor.

' For u syntheiis of the principles of the “poor theatre,”
consulr Grorawskys Hacia un teatre pabre,

* This refevence corresponds to the Presidens Bill Clinron-
Monica Leunnsky affier
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Socio-Cultural Activities in a Cross-Generation

Theatre Project

Annetta MeiBiner (Berlin), translated by Sandra Menker

Zusammenfassung:

Annetta Meiner stellt ihr “Drama Projekt 997
vor, mit dem sie angesichts der Tendenz cines
immer stirkeren Auscinanderlebens der Genera-
tionen zu besserem Verstehen zwischen Kindern
l-lnd- Pt#lﬁiﬂlli:l’lfﬂ YOI Prcl'l‘-l;lufr B'Cl!,’ I:B‘:i'““]
anzuregen versuchte. Der ch darthin iiber Pha-
SCT d’:& Kcnncnlcmcns, dl:r .I"H.L'!-l.'; nandtrscuut‘:g
mit gegenseitigen Vorurteilen und gemeinsamem
idsthetischen Handeln wird von Meifiner inhaldich
detailliert beschrieben, theaterpidagogisch aufbe-
reitet und im Rahmen prakrischer Sozialarbeir
ausfithrlich reflektiert.

|. Cross-Generation Work

The relationship berween generarions has always
included misunderstandings, prejudices, and con-
flicts. As the number of older people will grow
over the next decades, it will be more important
than ever ro promote dialogue berween genera-
tions. Such a dialogue can have a positive effect on
their coexistence.

In these times of individualization in Germany,
few close family tics which permit the nawral
interaction between young and old, can be found.
As a result, cross-generation work in institutions
and projects is becoming increasingly important.
In social work as well, cross-generation work is
necessary and possible. Drama educartion as a ficld
of socio-cultural activities offers the potential 1o
bring together old an young. Through auending
the same drama group, they actively get to know
the world of the other generation. A dialogue in
this setting can bring about an understanding of
ways to deal with one another. Cross-generation
work offers the possibility of contact, of getting 1o
know the potential of the ether group, Cross-
generation projects can also decrease the loneliness
of seniors and children. Old and young can learn a
lot from cach ather and can also teach cach other
many things.

As | found our in my experiences with the “Drama
Project 99,” the topic of “old and young” serves
especially well o develop intensive contact be-
Sheci the picipanes

Il. The “Drama Project 99"

1. Basic Conditions

The “Drama Project 997 was created by my fellow
student Markus Ponick and myself in the context
of the 5th semester block placement ar the univer-
sity of Applied Sciences, “Alice-Salomon” in Bee-
lin. The name *Drama Project 99" stands for
people who are at heart children, aged 9 to 99,
who want to do theatre together in a cross-genera-
tion group.

In September and Ociober 1997, we began with
Thl: 'f-[:q'lr\_i'l. *ll'rr ]:'r.‘lrl!:irip.lr'il!-i t‘:-' I'I‘Ill'lllfifjlig our
project in the newspaper as well as in retirement
homes and children institutions in the Berlin dis-
trice of the Prenzlauer Berg. Our objective was o
work with seniors and with children of ages be-
rween 6 and 12,

On November Sth 1997, rehearsals began. In the
first phase, rehearsals rook place once a week on
Wednesdays from three to six p.m. We practiced
in small groups on two weekends during the main
rehearsal period, bur in the last week before the
first performance we even met every day. The
culminarion of the “Drama Project 99" were the
premier, which took place on April 30%, 1998, as
well as two additional performances a few days
later,

The participants were ten children and two sen-
iors. Since the youngest child was seven years ald
and the oldest participant was 77, the "Drama
Project 99" was in reality a “Drama Project 77."

2. Objectives

The goal of the project was o create, in response
to the lack of daily contact and exchange between

generations, a forum for seniors and children where
they could meet through murual activity. They
were supposed to be given the oppartunity to ger
o know each other, and, perhaps, to come ro
appreciate cach other. We held the hope that chis
contact would reduce prejudices, thereby crearing
a lasting beneficial impacr on their relationship,
Qur intention included not only this integrative
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approach, bur also the idea of fostering individual
l.“l‘lp'.'[f_"l'l\.]'."- lil[“llyl'l .lL[il'llﬁ_':.

Acting offers, besides an aestheric experience, a
chanee for creative and personal expression for
each participant, The sensorial perceprtion of the
body, the realization and translacion of Fantasies,
riu---t[u-lirrl. ¢ of individual abilities in the per-
formance and embodiment of new roles = all this
offers the opportunity to enrich the personality of
young and old alike.

-ll!lﬂ' E‘lr'\il.'!.1 wis not meat to E.'H: !-||]L'|:.' al ]'l”L-'.':\-.\. [ll
the end we had o have a producr. The play was
I.iL"L'L'|\:I||L'1.| 1‘rf\|'|'| Il'lL' maltcr iii l'i- i r‘“i[:\' ||I|f,'| ‘,rf,.'.ih'.'L'.
by the directing team: The story deals with the

L |I||r|1:.|,.' "‘I‘I ri"llf,‘:‘- IPJ- I\.-'i ”:[”1_: .1!:IL|. '::IlLi. I-I“]!I..' [-l.'lLi Was (O

practice and |'II.'I:I-I.:I| m this |"|.U.'.

lll. Methodology

[he “Drama Project 99" was divided into three
phases: a “process-oriented phase,” a “process-
product oriented phase,” and a * product-oriented

phase.’

1. The Pracess-Oriented Phase: Enabling the Par-
ticipants to Act

In this initial phase, the participants of both gen-
eranons weére mcant o |'l‘|'|kl.' !]Il'i.l.' j'-l rit contact
and ta get to know each other better. This phase
was supported by the application of methads ta
I‘l1\1i'r g[i\lll'l I!‘\'H.H!!ii 5 5L |'| ML ||1'i_‘r.|l.,'i"|ﬂ_' g:.l”ll.‘.\
and group acting. By familiarizing the parricipants
.'lll..!l]L I.iir.t-l'll'l'” |'|'|l'||'|(5i]'1 l'l!‘ 1|r.l|'|1.4 ('i!ll{ Ll|El'|F'l, [II.{'
joy of acting was supposed to be wakened and fear
fl'l.ll.ll.l'l.i. -|-|1!|rli‘|__;]l |':J||'.' E"]'I-‘I.i'”?' .il'll.l i]IIF'H‘lP\'i.'I.l
nional exercises, the actors were given the opportu-
nity to put themselves into other people’s shoes
and to empathize with the other generation.
Enabling the Participants to Act in the "Drama
Project 99" means:

1. Inhibitions to act and fears had o be reduced.
Both threats o drama work were group-specific
and generation-specific. People are only able 1o
act when they feel confident and safe within the
group. Especially older people somerimes per-
|.FI[|||. ‘|||F1'|'|I:: i”llii!i‘i[lllh IJI.I[ I'IL'l'FI [ (4] Ell' Tl'l.ll.l.[('l.i.

2. The group had to be prepared ro take over
certain roles, They had o be playfully warmed-
up. Only those who have a low level of fear of
acting are able to improvise freely and ro play
||I|l' gull'll'h..

3. The content of the fairy tale had to be familiar
(4] llll: Aaciors il'l. I:I:rdt.‘r [y Il.'l"f an Elllcllli"n’cl

creative work process. The material for the
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drama should contain the ropic nl""}'{:-nng and
old,” which 15 supposed to make the actors
more sensitive for one another.

Playfie and Creative Wark Process with the Topic
“Oed and l‘f'mu_g”

From the beginning, the topic “ald and young”
played an important role in our work. Games
designed 1o get to know each ather, warm-up
games, and improvisation exercises, all dealt with
;L}'ft[]

exchange of age and roles between young and old

the principal subjecr of the project, The p

wis impnn‘;lr:l for the theatrical process as well as
for the development of the producton content.
Special attention, therefore, was given to the in-
struction and understanding of the topic. Struc-
tured conversation and 1,“.&\.']1.1!154:' berween Pnrtir]-
pants as well as individual observations, interacuve
[_:.'I!'I'I.l:"&. il:'l:1pr|:'n.'i<:|1'i:nr|:|.] l":l.'ffiﬁi"ﬂ-. .1nd rn[t‘ p!ﬂ}‘.‘ ..11'
this helped in the process of sensitization.

A lively exchange among the members of the group
about interests and life histories was initiated
through disenssions. Pictures from the childhood of
the elders, their grandchildren, and phoros of the
young participants’ grandparents helped to stimu-
late this exchange. The actors were instructed to
closely observe old and young people in every-day
situarions and were encouraged to share their ab-
servarions during the meerings.

Prepairing Play and Content

A large part of the rehearsal time was spent for
petting 1o know the “Fairy Tale of the Stolen
Time,” (this is the title of the epic form) and the
story adapred for the production. Long before the
Iil.\' SCCNC Was hlf\'l']l'l‘i".'l:l.l [Ill.' B[I"JET h;.l.‘.l WO kfl!
with the fairy tale material. This wook place in dif-

ferent ways. The I:u'r;r tale was read our loud, and,

af a d;ﬂ'-l'rl'll[ [IH!“.'_ |L‘L‘l"]l]||[l.'l| i'l:l- Illl: “'I'lll]t E"fl.llll-,‘
A large part of the improvisation exercises had to
do with the content of the fairy tale. Even the
warm-up games and oral exercises referred to the
content. The playful work process with the fairy
tale included all its characters, objects, animals
and situations. In the performing games, even the
water of the lake, the magic wand, trees and en-
chantment were treated theatrically,

After weeks of learning the content and thread of
action of the “Fairy Tale of the Stolen Time™ and
after the pleasure of acting was clearly awaked in
all participants, the motivation of everybody ta
begin the production was extremely high. After
this eight- week phase, which was intended o
prepare for the actual rehearsal and producrion
development, our work on the play began.




2. The Process-Product Oriented Phase: Develop-
ing the Play

I“ lhis procﬁi-uﬁcntcd PI'I.I.SC. gﬂJ'I.IIJ fum:l.atiun.
encouragement of acting and character improvisa-
tions stood in the foreground. Next, the *Drama
Project 99" entered a more process-product ori-
ented phase. This phase srill was process- oriented
as skill developmenr and improvisation were still
important. Nevertheless, it also had product-ori-
ented elements such as the development and im-
provisation that now took place more purposefully
with regard to the acrual play production. In the
process-oriented phase the group had learned o
ad-lip, to improvise and to role-play. Now the
group was faced with the task of using whar they
had learned and experienced to actually prodice a
drama. The idea was to develop a new play based
on the “Fairy Tale of the Stolen Time" which the
group had already intensively worked on during
the initial phase of the project.

It has to be said that the production of the play
“The Enchanred Forest Pleases Children and
Adules Alike” (following a German TV-advertise-
ment for sweets — the translaror) was created jointly
by rhe entire group. Text and characrers were cre-
ated by the actors and, if necessary, supported
with ideas by the directors. The actors improvised,
as best they could, their roles, and the directors

clarified and explained the framework of the scene

being rehearsed. The interpretation of the roles
and the portrayal of a character on stage were not
determined by a director alone bur by the whole
group. The ideas by the children and seniors were
discussed and tried out on stage. When deemed 1o
be good, these ideas were integrated into the plor.
In the development of the scencs we worked sys-
temarically and chronologically. To create transi-
tions from one scene 1o the next and in order 1w
clarify the context, we had the actors repear the
already improvised material over and over while

~ adding newly improvised scenes to the body of the
~ play. The rehearsals were video taped and the de-

veloped text and plot were cvaluated by the team

of the directors. This way, the manuscript of the
play grew from rehearsal to rehearsal and could be
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formed the role-exchange on stage shared their
experiences and observations rrgul.-lrf}*, looked for
possibilities off portrayal on stage and pardy imi-
tated each other. Here the greatest empathy ro-
wards the situation and behavior of young and old
in the project could be observed. This not only
took place on stage, but during breaks as the chil-
dren reflected and verbalized their role behavior: 1
am not as fast (while playing tag), | am a granny.”
In the following section the development of scenes
and text will be presented from a cross-generation
point of view,

The Development af Scenes

For the development of scenes we offered short
summaries of plots which were to be improvised
by the group. The scenes were discussed briefly as
most of the content was alrcady known to the
actors through the intensive work with the fairy
tale marterial in the preparatory phase. Quite often
the children supported the seniors to remember
the plot and helped when questions arose. The
development of scenes asked the group to find
improvisations that could physically and menrally
be carried out by everyone. After having per-
formed these plots, they were evaluared and dis-
cussed with regard to their workability,

The childrens’ idea for the seniors to play “horse
and driver” with a skipping rope was rejected for
reasons of embarrassment an the side of the elders.
A compromise was found thar only onc senior
should do the skipping. This constant negotiating
of possible and impossible ideas required accept-
ance of the other person. The creation of alterna-
tives indicated the willingness for cooperation
between the generations in the project. Situations
between old and young during the breaks, outside
of the improvisations, were discussed as part of the
play development, evaluated and integrated into
the plot.

Development of the Script

The ereation of the script demanded self-reflection
and cooperation from each of the generations in
the group. They were asked 1o help each other,
which was of great importance especially for those
actors who had to perform the age exchange. Old
and young depended on cach other, In the begin-
ning of the project it was difficult for the children
to develop texts for the adults, as they could not
fall back upon already made experiences, as could
the seniors who had been young once, In the course

:-of the project, however, an increasing ability 1o

ise could be observed as a result of the close
ion with the seniors and the imitation of

"T
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different scenes and helped each other develop the
texts. They asked: "How would you express that as
a child?” They took on spontaneous and natural
reactions of the other generation and integrated
them into their role play. Some text ideas. though,
were nol acc ['i':l'l:'[i 1_1‘}' li'l.l.' 'trllil']l.,‘;. };llr ['x;“lli'l!c,
they explained that they would feel embarrassed
using strong language in public.

An interesting discussion developed over the choice
of an old song that should be sung in the play.
Two children began ro argue whether the song
Alle meine Entchen” ("All my ducklings”) was an
old or a new song, or even a baby song. One sen-
ior solved the problem by recounting thar she had
sung this song as a child.

Here is another example of how it was possible to
“rranslare” the dialogue berween the generations
into a dialogue of the play. The seriously meant
exclamation of one semor, * In an instant [ will
stick a tape over your mouth,” was |ll-.ty|:d bya
child in an improvisation. The senior was obwi-
ously embarrassed and reacted in a startled man-
ner in the role of the child. The possibility of role
exchange in this example shows how ones own
behavior can be reflected. It demonstrates how the
senior was able to imagine herself in the role of the
child. This kind of reversal is possible in a cross-
generation drama group. The reflection of ones
own behavior and the opportunity to view its
effect on others can lead to critical self-reflection
and to behavior change.

3. The Product-Oriented Phase: Rehearsing the
Play

Working on and rehearsing the play, which was
developed by the group, rook a large part of the
praject time. In order to run through the entire
play before it was performed on April 26* 1998,
we had eleven meerings including extra meerings
in the intensive rehearsal week before the opening
nighe. After the so far more process- oriented worl,
product-oriented activities now began 1o domi-
nate, All participants, including the children, had
the commonly shared goal of a successful perform-
ance in mind. Together we came up with a name
for the play, “The Enchanted Forest Pleases Chil-
dren and Grown-Ups Alike — a Play Based on the
Life of Young and Old.” As soon as the jointly
created and loved “baby” had a name, the work
turncd rather serious. The approaching premier
put a lot of pressure on the acrors bur also moti-
vated them tremendously to rehearse well, Thus
the project ook absolute priority in the lives of all
participants during the main rehearsing week and
lead to daily meerings on stage for quite some

hours. In order to be best prepared for the “big
day” rehearsal was done in costumes, makeup,
with props and lighting, all in the finished scenery
of the play. The group was very concentrated and
the discipline of the children was better than ever
before. Markus and Annetta, known to everyone
as the ream leaders, began o take over the role of
directors. Following the finished scripr and a block-
ing plan, created during the developing phase and
including all stage movements, special artention
was given to the text, expression, and movement
of the actors. In the developing stage newly im-
provised scenes were added to finished scenes in
order to gain routine. Now we had them act the
entire play and interrupred only when something
had to be improved. The actors were asked ro
make use of newly learned derails, to follow the
script, wait for their entrance, give the cues, wairt
for their own cues, and pay attention to the light-
ing. To maintain all these rules required an enor-
mously high concentration, good memory and
strong self-confidence of each actor. The children
met these requirements much better than the old-
est senior who was pushed to the limits of her
memory. The children had to learn to show con-
sideration for her slips and to individually react as

necessary.
4. The Performance: The Enchanted Forest Pleases
Everyone

After month of rehearsal, the play "The Enchanted
Forest Pleases Children and Grown-ups Alike —a

, Play Based on the Life of Young and Old” had irs

premier on April 26* 1998 ar six p.m. The pre-
mier was sold our. The audience, which was also
across generations, included parents, grandparents,
children and other guests who learned of the play
through newspaper articles which had reported on
the project. the Drama Project 99, therefore, had
served in many ways to integrare entire families of
different generations.

The actors were very concentrated. They paid
attention to each other’s acting, did not interrupt
each other, and covered up minor slips. No one
abandoned his/her role, and, under pressure, they
all got really excited. Thus, the premier proved to
be an absolute success. The audience laughed a lot
and thanked the group with vigorous applause.
The effore had been worth it. We all were over-
joyed and very proud.

5. Finish: &ruwhury(‘ahandcﬂnp
The end of *Drama Pmpuﬁ?‘mndebﬂudin
the theatre with a two-hour farewell party :
ing the last performance. Markus and 1 had




pared something ro drink and a few group mem-
bers broughr food. Liselote (one of the seniors)
contributed mince rolls (a Morthern German
specialty of raw minced mear on rolls — the trans-
lator), assuming self-assured that children nowa-
days would still cat something like that. A youth,
Theresa, broughr crisps for the children and diet
strawherry cake for the seniors, commenring;:
“They don't ear crisps nor sugar, do they?” These
two examples clearly show once again whar had
been observed during the entire group process:
The generations perceived cach other as being
different from each other, however, they neverthe-
less integrated each other into the group. They
opened up to the preferences and situations of the
other person and acted accordingly.

IV. Conclusion

The "Drama Project 99" succeeded in bringing
together seniors and children through theatre. De-
spite the differences berween the generations and
the conflices which developed later on, it was possi-
ble to unite the group through process- and prod-
uct-oriented work. This convergence made possible
an intensive exchange between young and old.

It can be assumed thar the group process had a
positive effect on the images and stereorypes the
generations had of each other. The seniors proved
10 he cooperative and to be able 1o rake the chil-
dren in their work seriously and to accepr them as
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someone equal. The children showed thar they
could work in a concentrared way, and thar they
could show consideration for the older generation.
These experiences in the project surely helped
[fﬁll[l.ﬁ' ]'I[l'illii;k{"t.

The joint ereation of a theatre play which dealt
with the topic of being old and young and the
exchange of roles by the different generations
proved to be a suitable method. The actors had 1o
open up a dialogue which focused on the topic of
the play, they had ro discuss the course of the scenes
HIH.[ II!,'!_'_I'";-'I[" |l|i‘i[ ;I:1|:|I:‘n1:‘|11.'ilil1l:. lll rlli\ "i_.'i.'f.
an intensive personal exchange was developed
FI"I“'[‘{'” ll"ll' H'Il'l”i’l"r‘l Hr[l"' I.ti”‘!'l'f'"t [_';l.‘n:'l.ll:;l.unﬁ.
The role-change in the play and the eallabararive
development of text and scenes offered the possi-
bility of an intensive contact berween the genera-
tions. Here the highest possible empathy berween
young and old could be observed. The children
and seniors enabled themselves and each other 1o
creatively look into the situations of being old and
young today and to relate this experience their
own life.

Cross-generation theatre combines the potential of
people from very different age groups by provid
ing them with an opportunity to develop murual
Bﬂ:lh’., and, with that, offers a forum to translate
the goal of understanding cach other better into
action, thereby 1'sf:ih]iu||in.1__; a connection berween
old and young,

The author’s e-mail: annettam@hotmail.com
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An Ethnographic Report

Zusammenfassung:

Tim Collins reflekriert iiber die besonderen Po-
renzen, die szenisches Arbeiten vor der Kamera fiir
das Lernen besitzr. Als Beispiel dafiir berichret er
von Verlauf und Ergebnissen eines Video-Projekes
in seinem Anfingerkurs fiir Spanisch an der Uni-
versitir. Collins gehr dabei auf die verschiedenen
Asbeitsphasen ein und bestimmt deren unter-
schicdliche Gewichtigkeit fiir sprachliche und
kulturelle Kommunikation. Dabei stellt sich her-
aus, dafl das ,.Sich—&h:n auf dem Video eine

. e Reflexionsebene schafft, die helfen
-hnn,dm“hlﬂulllﬂl:ﬂmnmm bestimmen

Tim Collins

und Lernprozesse zu verlingern baw. zu intensivie-
ren.

Act1

Ir's Wednesday, April 1, the tenth week of the
semester of the Spanish 101 class I'm teachingat a
major Midwestern university, I'm in my classroom
with my students. Outside it's a chilly morning,
Spring is late to arrive, and it's cloudy and gray.
However, inside my classroom my students arc in
Bareelona, Spain, on a warm summer evening.
The setting is a sidewalk café on Barcelona’s
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Ramblas, a long pedestrian boulevard lined with
newsstands, florists, cafés, per shops, and rall shade
trees. Some of my students come into view. Two
l'r"]l]]:!__: F\lllll_l IH. an Women, Hh'-tl[’ll iil'l.li .I'I-{T.‘Ir'f'. arc
out for a walk on the Ramblas with a Spanish
I-[il.'ll.ll. I Il:l_:i'l .'\'1 r]'ll." ||..||||L crs enier tl'lL' SCCNC,
Hugo is explaining the Ramblas to them, He rells
them that the Ramblas is built over an old river-
bed and thar nowadays it’s a favorire place for
people to stroll, go to a café, or meet before going
ourt to dinner. They look ar flowers ar a floriscs
stand, buy a magazine at a newsstand, and warch a
|'|I:|'F! i|'| 0ne ﬂf-[hl' }TI'I \lllfli":l. ']‘IM'H 1|'|l':|' 'I.it {[l!\'l'“
ar a table in a café, order drinks, and continue to
chat in Spanish. Another Spanish male joins them,
IJ‘ii.." One = u'“-irn.l;:‘.:rlcd J)'H” :l].i]’ r'l:l.r]h.‘d. ()r'ﬂ.lr.
Omar tries to get to know the two females, and
directs a series of pirapos (a kind of sexist compli-
ment some Hispanic males direct to females) to
the two women. Sharon, the plainer of the two,
pays more attention to Omar than her compan-
ion, Patsy, a rall, atrracrive blonde. Omar's pirapes
really annoy Patsy, so she just ignores them (and
him), while Omar, frustrared thar Parsy won't pay
attention to him, tries even harder to get her ar-
tention. When Parsy warns Sharon that Omar is a
Don Juan, a libertine, Sharon responds that she is
a female libertine, a Dofia Juana. Meanwhile,
whenever Omar says another prrope, Hugo trics to
change the subject so the women won't be an-
noyed. Then a flamenco guitarist comes and en-
terrains the people in the café, and Omar tips him.
Patsy and Sharon pay and leave because they have
homewaork to do, rebuffing Omar's offer ta drive
them home. Before they go, the four of them make
plans ro ger rogether over the weekend, bur the
I-‘.l'!];.L]L"I 'illE’l.l]!ll l}lll.lr T!l-l[ hl' |Il"l'ﬂ|'| o |l';le" ]li.'\
pirapos at home. 1 feel proud of my students be-
cause they are able to communicate effectively in
Spanish.

Act 2

It's Thursday, April 2, and my students and | are
in our classroom again. The students are watching
TV. In fact, they are watching themselves on TV,
-!-h['.'p'.[f 'l'l'.'llﬂ'll;['lg [I'H.' same scenc E_ruln. _yl.'sl:.'rl.lil_i‘.
one of three shore plays thar the students creared
and filmed themselves. The previous day's trip to
Barcelona was no April Fool's Day joke. The stu-
dents used the power of drama to transport them-
selves into a situation they might find themselves
in while in Spain. Three groups of students each
wrote and acted out short plays based upon ane of

ﬁ

the dialogs in their textbook, :Habla Espariol?
(Allen, 1981). The class watches with interest as
Parsy and Sharan chat with their Spanish friend
Hugo. We laugh as Omar comes on to Patsy, only
to find out that anly the less-attractive Sharan is
interested. Everyone listens as the flamenco guitar-
ist performs a number. We feel relieved when the
women find a way to ask Omar to stop saying
pirapos without losing his friendship. When the
tape is over, we all applaud. Everyone is proud of
his or her work, and in a subsequent discussion we
talk abour how much everyone learned about
Spain. The students and 1 are amazed at how good
their Spanish is after only ten weeks. They know
enough Spanish to socialize with friends, order
drinks, and understand song lyries. They even
know enough to flirt with each other and to put
an end to the Hirting when it makes them uncom-
fortable. The students also tell me that this activity
really changed how they viewed themselves and
their abilities in Spanish. They said that until now
they had never imagined themselves capable of
using Spanish for any real-world purposes. What
happened in my Spanish 101 class? How did the
students create their plays, and how did the crea-
tive process of writing, rehearsing, and performing
shore plays result in language acquisition? The
process began four weeks before the performance.

Act 3 (Flashback)

My class was one section of Spanish 101, the first
of a sequence of four courses thar sarisfy the uni-
versity's foreign language requirement. | was one
of nearly twenty reaching assistants reaching Span-
ish 101 that semester. Each TA used the same
book, ;Hablz Espaitol? (Allen, 1981), followed the
same syllabus, and gave the same exams. The text-
bmk ;l['ld FI:IK‘- ﬁ’"w‘.‘d a gramluar-]:mml ﬁf"ﬂbufn
and the book included many grammar exercises
and acrivities for listening, speaking, reading, and
writing.

I chose ro have my students do this project ro
enliven the class, | wanted 1o give them the oppar-
tunity to sec themsclves using Spanish in order to
gain a sense thart they could communicare effec-
tively in Spanish. | also wanted to bring a grearer
sense of realism to the class by having the students
move about, use gestures and facial expressions,
and employ real objects. | also wanted them to
ereate an end product — the videotape — they could
be proud of.

To get started on the project, | got approval fram
the supervisor of Spanish 101 and then told my
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l ' class. When | informed my students, they replicd thus showing a way that the Americans can deal
it that the project appealed to them because it was a with this custom in a way thar allaws them ta
il change of pace. They said that no one had cver remain fricnds.
| i offered them the opportunity to be videotaped in Finally, since the students had written the dialogs
il Spanish, and they were curious. To organize the themsclves, the language was meaningful w them.
project, | prepared an assignment sheet thar listed Thus, rather than repeating dialogs that s-omeb-ody

the roles for group members (director, scriprwriters,  had created for them, the students (many for the
actors, and actresses) and gave due dates for scriprs, first time) were actually saying an extended con-
| rehearsals, and meetings with me. The reams pre- versation that they had created themselves abour
pared three written products in Spanish: a script topics they chose to ralk abour.

treatment and rwo drafts of the script. 1 used the -

' treatments to make sure that the skits would make  Reheatsal

sense. | checked the scripts to ensure that the lan-
guage was natural and idiomartic. 1 had students
meet with me o discuss seripts and hold a dress

The experience of rehearsing the plays supported
the students foreground the role of rehearsal ina
broader arena of linguistic behavior and realize its

’ rehearsal. o
i | i helpfulness o the language acquisition process.
. i g When we discussed rehearsal, the students said
i The Creative Process that the fact thar they rehearsed somehow
l i £, . delegitimized their success in their eyes. This led
I TI“ “"’m’:’ process of writing, rehearsing, and to a discussion about ways we use rehearsal in
| acting provided many bencfits. everyday life. | asked students to name times they
i' ; ) had gone over what they were going to say in a
il Creating the Scripts srressfuil situarion. Students named situarions such
Ttl.x‘.‘ Pm a-l:writing the scripu called for crea- as ;l.\king someone out on a date. The .\lud[‘]llsl all
tivity and knowledge of target culture. The stu- agreed thar the rehearsal was helpful in those situ-

ations ahd 'p;m of everyday life. This helped them

dents quh:kl}' found out that in arder to ex p:l.nd

[ the dialog in the textbook they had to get more come to the realization thar the practice they did

1 information on Spain.'rhmfnrt. the scriprwriters in Spanish was not unnatural, but rather a tech-

|

| i , e

| explained that the shops were in large kiosks,and ~ ners. This was an important realization, because

| the owners sold birds, small animals, and pet sup- many times language learners focus excessively on
(A plics. The students also researched Spanish music  grammar instead of also doing activities that build

! i went to the library to do some research on Barce- nique they used in their first language that was

il : Jona, the Ramblas, and Spanish customs. Informa-  helpful in building Aluency in their new language.
| tion they found out included facts about the The discussion of rehearsal also helped the s-

! Ramblas, such as how the boulevard was built over  dents figure out the kinds of rehearsal thar were

| l‘ an old riverbed, that it was lined with cafés, and helpful in building Auency. They said char clearly

that there were florists and pet shops along it. The the way to build fluency was not oral grammar

‘ students were surprised about the pet shops. | drills buc rather conversation practice with part-
:

i and found out that runas, the madrigal singers fluency.

A referenced in the script in the book, did not com-

}ifl . monly perform in cafés on the Ramblas. They Performance

([l found our '_j“t ':ho"'gh flamenco Z‘"’” not [}TMI of Several pcrfnrmancc aspects enlivened the dialogs
F‘"‘dm cither, that style of Pl performed and made them richer and more realistic than
in cafés on the Ramblas, so substituted that type classroom activities. For example, the students

of music in their "ﬁPf’* . ; brought in artifacts such as props (rables, chairs,
The students found pirapes an interesting CUSTOM.  glasses, cups, a magazine, a guitar, and a birdeage),
so decided to explore the male/female relation- costumes (a low cur dress for Patsy, a jacket and e

ships in th'e d“bﬂ' Thus, they emphasized the role for Huga), and make-up (a mustache for Omar).
of Omar, i mm“ﬁ his lines and the intensity In additon. the students used movement and
_wid‘ which he came on to the females. Also, while gesture. They walked down the Ramblas, pointed
in the textbook the wﬁ dﬂ' not respond posi- at a bird for sale, and sat down at the café. The
tively M'i“ &"'dﬂ" “m""- HiE: Qrd“’ students used money to pay for a magazine and

' refreshments. Omar leered at the females, Sharon
looked embarrassed, and Patsy returned his leers.
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Finally, the students broughe in sound effects — an
.'t1:u|:i|r-[.|]n' of a lamenco guitarist.

Performing the plays alse brought a new dimen-
sion to the class’s language acquisition — the op-
portunity to try new roles and personas in their
new language. In putting on the skits, the students
could take on different characrers, such as flirts
(Omar and Patsy), a prude (Sharon), or a gentle-
man (Hugo). The students could experiment with
new behaviors (such as machismo) and new cus-
toms (such as going to a sidewalk café). The stu-
dents seemed to enjoy the different roles that they
ook on. In many ways, learning a new language
involves a change of self — raking on a new iden-
tity and culrure. Taking on new dramartic persanas
for a brief time allowed students to try our new
“Spanish” characters. Being different people for a
short time freed the students o see how the new
personas fit and ro speak from the safe place of
roles, rather than having to put their English-

speaking selves on the line in front of their peers.
Viewing

‘Il-rlii.'“]llig tl'lL' [.l.].“." WS .ll.\ll i :l-l.'l]:lfl”llli.l'lg ['.'i.P‘L'fi'
ence for the students. In this case, they were trans-
flt.1| |'|'||'.'d 'lrL[II [l'lL' .!ll(.l:-‘.'llLL' .lrll.] wWere -Ellh.' o Il-ﬂl'{' an
unusual “out-of-body experience” in which they
could view themselves performing in Spanish.
After warching the tape, the students universally
expressed amazement at their proficiency in Span-
ish, Several students told me that they had never
believed thar they would ever be able to express
themselves in normal social situations in Spanish.
They said thar this experience convinced them
'l!:ll !]il"'r' l_l]l.l.]l.l illlli'l'l[ use .\-Il.lr]]'.EI. ’-ﬁ!r lu:lrill.l'.L'l-lll
communication, Students’ reactions o watching
the tape pave new credence to the old saying thar
“seeing is believing.” The students were for the
first time provided with conerete evidence thar
they could learn Spanish and become good at it
The students also realized that learning Spanish
was fun. In the weeks following the mping I no-
[;1. "il 1|'|'.|! sl l][il‘l'l!.\ woere ||i|.]|.|l more '\Y;l]il'q?' (4]
participate in class. They spoke up, were more
willing to rake chances, were not afraid to make
errors, and enjoyed class more,

Epilogue

The information in this article, though anecdoral,
provides compelling evidence that drama brought
tremendous benefits to my Spanish class, The
students learned a lot abour Spain and Spanish
culture, develaped their |-I|r|.gu-1-g,e skills, found new
lci.‘l'ln.i'[llll.'ﬁ :II('.'I’ l.;l_!'l.!lll Lse Lo il'npl'l:}"l’f l.hcir Spﬂn‘
ish, and developed a more positive artirude toward

language learning. To do this activity, students had
o spend about four weeks preparing. Though
most of the time was out of class, the investment
of time was needed 1o do the research, write the
seripts, rehearse, and so on. Over the course of
those four weeks, my students read and practiced
several long dialogs and muldple short ones during
our regular class sessions. However, those dialogs

ic impact of these three dialogs.
Thus, this activity is a reminder that quality, not

had none of t

quantiry is the key ro effective pedagogy. More
importantly, this acriviry is a good illustration of
the rransformarive power of drama. Artifacts such
as clothes and drinking glasses, usually absent
from classraoms, were all present the day of the
taping. The learners moved around and used ges-
tures and facial expressions, something they rarely
did in normal lessons (with the possible exception
of expressions of boredom). Finally, the perform-
ance aspects of the project allowed the learners to

transform themselves, first into new characters in
order to try out new personas in their new lan-
guage, and second into their own audience so thac
they could see themselves succeeding in their new
language. Under the guise of drama, my students
could try out fictive representations of themselves
in their new language withour purtng their own
selF-identities on the line. The guise of drama also
freed students up to take on the actions, antifacts,
and attire of people in the new culture acrually
using the new language to accomplish real-world
outcomes, such as learning local customs, ordering
in a café, and socializing with friends. It is indeed
ironie that the medium of drama, which essen-
lJIH";I' TF[TT(‘.\["'I['; | ﬁl‘[;{lll, ||'|'.‘ll|'!I lhl‘ 1:IIIFII.1gf_" It"’.ltf!-
ing experience much more compellingly real and
vivid than the allegedly real world of classroom
language learning. Moreover, the students gained
self-confidence because they for the first ime saw
lhl:l['l H-k'l\-'l,'\- % .h'l.ll,,('ﬂ'.\‘ii‘ll! ill L% i.] |k_" Hi'lﬂ.llliﬁll [ (4] ||I }l:lill
real-world outcomes. Though most of my students
were hard-working and had often been successful
in rerms ul—l;cl[ing HLH'J'.E ‘L_;mtfcs, lh{'_'p' had never
had the opportunity to see thar their ability in
Spanish might lead to real-world payoffs.

Luckily, the benefits of using drama in L2 class-
rooms are available to all reachers, even these who
lhl not Il:l\-".' ACCess [0 vi{{l’."{‘ fl_'ﬂ,:()l'l.li“.s ﬂ‘lli!_:ll'l]."l‘{..
All teachers can make creating and actng out
dialogs a regular projecr. However teachers need
to allow adequate time for preparation, including
rehearsal. In my class, students could not use class
time to work on the project because the supervisor
of Spanish 101 prohibited ir. However, this project
shows thar the planning, writing, and rehearsing
were valuable contributions to the quality of the




students’ work and merited class time, Finally, in
order to make projects like this work, reachers
have to be mindful of students’ needs. The project
cannot make excessive demands on student rime
nor can the performance aspect inject so much
anxiety that students feel inhibited. Instead, teach-
ers need to monitor students’ workloads and emo-
tional levels so thar the experience is a productive,
powerful, and positive one for everyone.
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Adapting the Legislative Theatre in a German

Comprehensive School

Zusammenfassung:

Stephanie Kleinwegner

Summary

Stephanie Kleinwegener berichtet von einem
Theaterexperiment mit Schillerlnnen der Jahr-
gangsstufe 13 einer Gesamtschule in Bochum, das
mit dem Ziel durchgefithrt wurde, die Anwend-
barkeit der theaterpidagogischen Konzeprion
Boals fiir den schulischen Kontext auszuprobicren.
Dafiir wurden Szenen des Legislativen Thearers
entwickelr und bearbeitet. Das Projckr diente
auBerdem inhaltlich dazu, in den Beteiligten cin
Bewulesein fiir gescllschaftliche Lh:cndrﬂnkungs-
mechanismen zu vermitteln. Nicht nur geistig, wic
sonst in der Schule @iblich, sondern auch leililich
sollten die Schillerlnnen diese Mechanismen erle-
ben, begreifen und dariiber hinaus in der Gruppe
Losungswege und Alternativen zu den bewuf
gewnvdm Problemen erproben.

- Hamles says in his famaus speech to the acrors that theatre is @ mirror in
:ubﬁ.ﬂ*&m ﬁamqu’m qub.gl 1 wanted to pen-

cingehend mit der Szene ,Auskinderwahlrecht®.

Dieser Artikel handelr von einem Thearerexperi-
ment, liurfhgl'ﬁll"' IT'Iil SL'iH]I('IiI'H'ICII '.I"d S{E’u'
lern einer Jahrgangsstufe 13 (Englisch-Grundkurs)
an der Gesamuschule Erich-Kistner-Schule in
Bochum-Querenburg, im Rahmen einer Staats-
arbeir im Fach Piadagogik. Die Arbeirt trigt den
Titel , Die theaterpidagogische Konzeption Augusto
Boals und ihre Anwendung in deutschen piadago-
gischen Konrexten®. Nach einer eingehenden Sen-
sibilisierungsphase, die aus verschiedenen Theater-
{ibungen nach Augusto Boal (vgl. Boal 1989) und
Keith Johnstone (vgl. Johnstone 1995, 1998) be-
stand, wurden Szenen des Legislativen Theaters
entwickelt und bearbeiter. Das Projcke diente
dazu, in den Schillerinnen und Schitlern ein Be-
wubltsein fiir Unterdriickungsmechanismen in der
Gesellschaft sowie in der Polirtik zu vermiteeln.
Nicht nur rein geistig, wie sonst in der Schule
iiblich, sondeen auch leiblich sollten die Sehiiler
diese Mechanismen erleben, begreifen und dar-
tiber hinaus in der Gruppe Liosungswege und Al-
ternativen zu den bewufit gewordenen Problemen
erproben. Drei Szenen mir politischem Hinter-

grund wurden von den Schiilerinnen und Schii-

lern entwickelr. Dieser Artikels beschiftige sich
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die Schiiler gezeige, daff ihnen niche nur Probleme
bewuBe geworden sind, die fir sie zuvor niche
greifbar waren, sondern sie konnten auch am eige-
nen Leib erleben, daff s zu jedem vorhandenen
i'll'('ll,FECl'l'l rll("]ll'l‘lf_" 1.1"'\“”;5\\'[_'!:‘,' F‘il_"t, Dt‘,\ 'Un'l:l{{:[l;:l‘
hat sich die von vornherein schon gute Klassen-
struktur noch weiter verbessert, so daBl die Schille-
rinnen und Schiiler bald die Angst verloren, vor
den andern im Sinne Boals "zu-schauzuspiclen”.
In den eingereichten Stellungnahmen haben die
Schiiler thre positiven Erfahrungen mit dem Le-
gislativen Theater bezeugt.

The Conception of a Theatre
Project in School

This article deals with a theatre project using
Augusto Boal's conceprion of the Theartre of the
Oppressed (below TO), planned and carried out
l]l:||1|.: 2™ until ."il.'pl{'ml]ﬂ 11%, 1998 with students
of the Erich-Kistner-Schule. This comprehensive
school is situated in the Ruhr area of Germany, in
| Bochum-Querenburg. The artcle is based on my
} thesis for the German state examination (univer-
sity degree) entitled ,.Die thearerpidagogische
Konzeption Augusto Boals und ihre Anwendung
in deutschen |:I'.'I'd:1t:'.l1gj‘bl.'|!ll.‘n Kontexten®, For the
project | worked rogether with three different
classes, focusing on different aspects. In one group
(11% gr:udt-] the focus was the Forum Theatre, which
was applied to the work with short stories, in an-
ather group scenes of the [ ;-lgr:'rf;m';-r Thearre (be-
low LT} were developed and discussed.
In this group, a senior class of English (13™ grade),
there were sixteen participants, seven male and
nine female students. Accnrding to the teacher it
was a rather homogeneous group with most stu-
dents interested in new ideas and already used ro
class projects. The students worked on the project
regularly during their English class, i.e. three to
four hours a week.
For Augusio Boal the method of the LT is the
political version of the Forum Thearre (sec Boal
1998, p. 20). Whereas in the Ferum Theatre the
spectator is expected to turn into a spect-actor and
rehearse possible solutions ro social problems pre-
sented on stage, in the LT he expected to find
alternative solutions to political injustice. Due two
the fact thar it deals with political and social prob-
lems it could well be integrated in the curriculum
of the thirteenth grade, as this schedules “social
problems of society” for the first quarter of the

year.

Bei der Arbeit mit dem Legislativen Theater haben
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Boal is convinced that “theatre is the human lan-
guage par excellence” (Boal 1998, p. 7). It creares
dialogue not only between actor and spectator or
the people and the legislaror bur, ifapplied in
school, as well berween teacher and student. Be-
cause of this dialogical relationship berween stu-
dents and teacher the students could ace out possi-
ble solutions ro problems and thus attained knowl-
edge by using body and language.

-l-.hl.' |‘.|'“.'[I1|ll.| ﬁf [l!l.' .r"‘f.iru!ﬂ TI’N;” E'Ia\ lll:cll CX=
plained on various different aecasions. Therefore |
regard this method to be known o the reader. The
LT, however, is the newest development by Augusto
Boal. For this reason, and for the reason thart it
might be helpful to give a short introduction be-
fore the practical work is explained, it will be de-
scribed briefly in the following,

The Legislative Theatre

“The puirposc qf Legislarive Thearre is to conscientize pof:'.r.e'ﬂ'ﬂ'm and vor-
ers about key issues, credte a grass-roots response 1o issues and encourage the

public to participate in the democratic process.”
(Mixed Company 27.06.1998)

The drl.'{'h'lpmrm aof the LT is based on Boal’s
work as sereador in the wown council of Rio de
Janeiro from January 1993 until December 1996.
Frirz Letsch writes:

«Die Ziele seines Mandats waren die Demokravisierung der Politik durch
Theater und die Entwicklung einer neuen Beziehung zwischen Gesetzge- |
benden wnd Biirgern. Die Gestaltunyg der Politik durch Theater war gleich-
zeitig Ziel, Thema und Erfiillung des Projekes.”

{Letsch 30.08.1999a)

A major reason for Boal to present the first per-
formances of the LT after his return to Brazil in
1986' was the fact thae Brizola, being the gover-
nor of Rio, was forbidden to ralk in public about
the political condition of his country on behalf
and in favour of Darcy Ribeiro, who was at the
same time running for a sear as governor because:

“lonly] the candidates not already in office could speak. But Eﬂ'!nfl" had
made some recordings, so what we did was his: four of us would drive to
a public place and then one would ger ot of the car and searr playing
guitar and people would gather. Then another would get owt and put on the
record of Brizola, And people wonld come close to see whar was happening.
Then we wonld make it lowder and people would ask: ‘Buz why doesn’ he
appearon TV and tay this?* And we would sell them that he was fovbidden

by the ceneral government,”
o g e (Cohen-Cruz 1995, 5. 227)




In the beginning of the LT Boal led ninctecn thea-
tre groups, who have supplied the town council

[ with ideas of the ciuzens and 50 Green Papers o
be discussed, some of which actually have been

agreed upon:

w Wir haben ache Geserze zur Verabschiedung gebrache: Ein Plan zum
Zengenschurz 1) (der erste dieser Art in Brazil), Spezialisten fiir die
Geriarrie 2) an den staedrischen Krankenhacusern, Hilfen fiir behin-
derte Menschen in der U-Bahn und in der Stady, ein Gesetz zum
Schurz vor Diskriminiersung wegen der sexucllen Orienierung. etc.
Mebir als 30 Gesetze sind noch zu diskutieren, unter ihnen eines zum
Schurz der psychischen Gesundbeit und ein Geserz gegen geheime Ab-
stimmurg im Parlament.”

{Santos/Felix v.a. 30.08.1999)

-

Methodically, the LT works just like the Forum
Thearre. Its main purpose is the conscientisation
U{mcl‘.ﬂ] Ind Pﬂ‘]“il'.'ﬂl pml)lcn:ls. .l‘l. Els— ) i Ibu'l-l-l a
' i ; problem is worked out and presented to the peo-
plc who arc thought 1o have to deal with this par-
ticular thlem, usually ar a Puhlii: Pha:, Further-
more it is hoped to reach politicians in order to
make them think about the issues presented. The
aim of this is the construction of a dialoguc be-
tween the two sides who confront each other
through discussion.
The LT-scene ends when the protagonist finds
him- or herself in a situation which ar first seems
i impossible 1o solve. Afterwards the scene is re-
o peated. This rime the Joker = who is nor in the
. actual scene — asks the spectators 1o think abour
A the improvisation, to turn into spect-actors and
i M then try our possible solutions by taking over the
N role of the protagonist. In contrast to the Forum
' Theatre, though, the LT clearly deals with a politi-
' cal problem, e.g. with a law which has not been
I passed but according to the actors should have
il Besides Brazil the LT has been introduced to vari-
ous other countries word-wide. In 1996 Augusto
Boal together with Frizz Lewsch led a workshop in
N _ Munich, one scene resulting from which deale
i with the topic “homosexuality and marriage” con-
cerning the political aspect of refugees searching
- fo ol ylum.
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"The Theatre of the Oppressed [...] bas [...[ the in-
tention to democratise the stage space — not to destray
it = rrnrfrrfn_;:’ the relations IH-JI"' betrween actor and
speciator IRinsirive, crearing d{ﬂfﬂgur. acrivaring the
spectator aned f.‘”uu-fnx bt or ber to be .‘m‘:.uﬁrrmm‘

inte specr—acror'”
(Boal 1998, P 67)

This dialogical relationship, in which both sides
help each other develop ideas and act out problem
solutions, can be applied well to school work.
Here, we do not only deal with dialogue berween
actor and spect-actor bur also berween students
and reacher.

[ have stated above thar a major concern of the LT
is the conscientization of social problems and op-
pression. For school purposes the LI can therefore
help the students experience social and polirical
problems — that are usually only ralked abourt in
class — themselves, physically. And more than that
— in the LT the students can even try our alterna-
tive solutions for the problem. In reality solutions
are prepared by politicians, who generally have no
direct contact with the people confronted with the
problems.

The vivid discussion abour learners’ autonomy
and project learmning shows that body, mind and
language are considered equally important for the
learning process. These three aspects are made use
of in theatre work, i.c. the body as a means 1o ex-
press the mind and language as a generic term for
the use of body and mind, according to Boal, for
whom “theatre is the human language par exeel
lence” (Boal 1998, p. 7).

It is the aim of theatre work as well as project-
oriented lessons o start a conscientisation process,
as D¢ Costa puts iv:

“In Augusto Boal’s terms, spectaror-oriented theatrs-
cal productions arc a means of self expression that can
aviise thote in attendance to alter their outlook ﬁbm £
state of pasivity — which has been the traditional
norm for the spectator in the theatre — to one of ac-
tive, protagenist participation in the dramatic dc-
rion, and , by extension, in community action, In
this sense, theatre is at once theatre for
conscientisation, thearre for educarion, and theare
for liberation.”

(De Costa 1992, p. 124)

A second concern of the theatre experiment was o
achieve a better — a dialogical — understanding
amaong the students and among students and reﬂdl-’
ers. This aim is based on the belief thar learning is

'-uiilun a:pﬂtlll\‘e.diﬂfﬂglﬂlatmmphtre ccn
’ rimpuhri?muuﬁhupm.l: students and
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The praject was divided into three different phases:
#€n il!l““hl‘. {i."n i!]‘i‘\l‘ ]!I \Vllil |'| I]IL" L] | L]Ill.']'".'l wWere
mentally and physically introduced ro the ropic, a
wark-out phase in which they rehearsed the scenes
they had chosen and planned to present to the
group and a presentation phase. During the ex-
periment the students participated in planning
and realising the projeci lessons, My job was to
help the srudents with their research on problems,
to help them rehearse the scenes, try out different
rehearsal rechniques and o take on the role of the
“joker”, who leads the discussion about the pres-
entation and animates the speetators into wrning
into spect-actors and helps to find possible solu-
tions to the respective problems.

First Phase: Sensitisation

The focus of the firse lessons was a general intro-
duction into theatre work and the method of the
TO. The lesson starved with some warm-ups, c.g.
“cross and circle™, or “sound circle”. In the latter
improvised sounds arc produced by one partici-
pant and repeated clockwise by the others. These
excrciscs help to conscientize the own body anew
and enhance the preparedness to actually dare to
act with and for the other students. After the gen-
eral warm-up lessons [ introduced the concepr
“status” by explaining and trying our an impro-
vised shift of status. As in a scene of Forum Thearre
we need for this exercise ar least two people, one
having a high, the other having a low 'status, The
aim of this exercise is to L‘.]l.'lllg,l.' the high into a
low and the low into a high status within the scene,
The scene, which was played in class, was that of a
boss who humiliates his secretary telling her that
she is too slow and therefore incomperent. Afrer a
while the secretary, prior having always been si-
lent, tells her boss thar she is underpaid, always
degraded and never rewarded for good work. Tell-
ing these things the secretary gets up from her
chair. In doing so she even physically makes clear
that she has grown in status. Whereas the usual
warm-ups deal primarily with the conscientisation
of the body, the status games really help the stu-
dents develop scenes. Here, the natural allocation
of status in real life is mirrored and a possibility of
change can be rehearsed. Status scenes are already
very similar to forum scenes because they mirror
real life. Status can be found in every situation of
life, be it politics, school, work or even among wo
best friends.

The fact that the students in this class, unlike
those in other classes in which 1 worked on a simi-
lar project, accepted the alternative school method

casily and were mativared to try our all exercises
w]l}l e I'I'I-H-i”r prnlllcrns, I'I'Iiidi' I"- Pmﬁihlf rnr s
to introduce the method of the Forumr Thearre
early. Warm-ups like “mirror-games” in which
actors imitate their partners in everything they do,
were tried our, Mirror games help the participants
to look at each other very closely and investigate
[]'IE Pﬂn“ffri bcha\'iuur Iﬂd movement HECIJII.“.'I}'.-
This way the perception of the ather is trained.
f‘lﬁ(‘f l]'lf Warm-ups tl'll.' ﬂ{':l[ﬂl Tﬂtthml Uf l]’lf TO
could be applied. A first statue could be built, the
theme of which was “school-life”. Two students
represented teachers, two others students. Having
finished the starue, the other students in class
changed it into the real picrure, which showed the
two teachers raising a reprimanding finger ro the
students. The following rdeal picture of this situa-
tion, which was presented afterwards, showed the
teachers and the students in a circle holding hands.
The scene was followed by reflection. The "stu-
dents” reported that they had acted in the scene as
if it had been real life. The “teachers” of the real
picture explained that they had incorporated two
Ufthcir tfﬂch{.’lﬁ W[lﬂ WCTe I'fgill'df[l A5 Do mu::|1
autharitarian. It could easily be seen thar the sru-
dents were really surprised that they — although
not willing — had broughr on stage a part of their
life and thus a problem which affected them.
After this Starue Scene the firse Forum Theatre ex-
periments could be started. The class split into
two groups voluntarily, one of which stayed in the
classroom, the other of which went to the room
next door. This way, both groups could develop
their scenes independently. Having rehearsed the
WD 5CCNCE In[cnsiw:l]'. th: :ﬁrst EIDI..IP pmcnt\:d
theirs: a scene in which a woman rravelling in a
tram iﬁ |lumi|iatc\d dl.“'.‘ o I'Icf dis.ﬁgum& r“=1 [I.'l
the first reperition of the scene the student who
replaced the protagonist started abusing and hu-
miliating the other passengers as well. This solu-
tion was not accepted. Thus, one student pointed
our the passibility of several solutions to a cerrin
conflict.

By reflecting the scene the students already showed
that they had started becoming conscious of the
fact that oppression (often regarded as a typically
Third World-problem) exists in our own surround-
ing. At the same time they started developing
strategics for problem solving in the group. It
seemed to have become clear that the Farum Thea-
sre deals wich problems which affecr the students’
OWn society.

Alter the rehearsal of the first forum scene the sum-
mer holidays started, so that the work-out phase
could not ke place unl after the summer break.




“Loak at this
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Second Phase: Work-out

In the first two lessons after the summer halidays
the method and the aims of the TO were summa-
rised. Moreover, another Forum Theatre scene was
P!.‘l]llll’.‘d o I'H.' I”L'"jl.lLL'(.i I".'L'-II.I'I[' i1. ]I-“.i !'H.'L"“. .'\li.'\
weeks since the students had acted the last time.
For the warm-ups we tried our word associations
and a “one-word story” — a story told clockwise
with everybady saying only one word. The warm-
{IFI' Wilh I-I.Tlll:l\'l'ﬂ,'l.[ E!:l ‘]H' l[{'\'l‘!l'ﬂ,'ll'l'll'l'” F!I-{J]I.{' SLENG,
in which one student was discriminared against
due to her non-fashionable clothes, Afterwards the
class was divided into three subgroups. each of
which was explained a special rehearsal rechnique’.
Abour half an hour later the three groups played
their scenes for the others.

One group used the “analytical rehearsal of mori
varion -mode. The scene they played was domi-
nated by the emotions “shy” and “envious™. Four
young women suppress a fifth one because of her
oursider-status, i.e. not being dressed according o
their style. The spectators explained that the op-
pression in the scene was not as obvious in a “shy’
atmosphere as in an “envious” atmosphere:

The project was now once more interrupted by a
week long feld trip to different destinations. For
this reason the nexe lesson began with a group
(re)integration warm-up in which the students
welcomed each other back (see Biederbick/Haar-
mann 1995p. 24 [F). They told each other shordy
what they had experienced and how they felr after
this break from school. For this warm-up the stu-
dents made use not only of their language bur also
with body in order to communicate, c.g. by touch-
ing each other knee to knee when ul_l.'ing “hallo™,
The Forum Theatre scenes thar had been aempred
a week before were discussed and repeated again.
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Afrer this long period of becoming acquainted
with acting as well as with Auguste Boal's methode
1|t '11|l.'L| -\.I.ll.lil.lz:. li'.l.' sCenes [o |.'|.' I.i'liH'.ll'll.'hL I‘!I!all'l:\'
turned into political ones, so that the LT could
start. One whole lesson was needed ro sort out
themes that evervbody found interesting and
worthwhile. In the end three possible ropics were
ACCCPIC d. The students decided to work out the
SCETES i!l |i|¢' SHITIE :.'_'|]I|'|:|||'\ as ]II fore, 'Iilll." |hl:'_'|' |i.ﬂd
got used to these line-ups. The first group decided
o '|l||.”]1 On a scene -|-|'|||'|'n[ r.ll': |_."|I-".|||E'|'|I h"1 "l'“"'ﬁ'""
sexuality and marriage”, the second one went for
the “legalisation of marihuana for ill people”, and
the third one chose “the foreigner’s right to vore”,
I think thar the third topic serves the aspect "body,
|:I!!g]:;lql.-l':'- .|IH| .!Il.lll'll.l.l.lll.l.[.ll ll.”hll."l‘hl.l'l!lll‘llf_‘." ]'II'\!.
I'herefore, this will be explained in greater deml.
|.J!|.' :_Lllllll,’\ ‘||||l["~i :IIL' W |H.L1'||‘|a'|. |i|. |||L' SCNCS ]J:Iu
rescarching their respective problems, The “for-
4.'i:g,m'| s vote” group went 1o the library ro have a
lock at the statute book in order to find out what
it actually says abour the problem ar hand. Afer-
wards the first brainstorming about the scene ok

place:

.I.l'lﬂ,' sl I.I”!_: i'l a ]'H?‘”.illj_: '1||||.H|]:. l"I .!|.||L|.i\h man
queues up in the line of the vorers. When iris
]ll'l turm o voic |'|I.' :lil'll.li'l ot |]||1t |?I.'| AlST hf
is not German — his name is not on the list,
!'il'_' STAres Llll.l[l’[’“i.l'll_{ \'-!LI'I [Ill:' ["['Il!i.l]g Llfi;l &
The argument is often interrupred by xenc-
phobic comments of some of the German
vorers. A change of citizenship is no consider-
able solution for the protagonist. He leaves the

polling station disappoinred.

I-Ill_' ..lil'l'l i'lr []'II.,' E.[!llll\'-lllg ||.'\‘|1H'| WS [0 \'ni'”L (1]
the characters in the scenes according o the exer-
cises Boal suggests for this reason (see Boal, 1995,
p. 180). This rime’s rehearsal exercise was 1o cast
the three most imporrant roles — the Turk, the
polling officer and the xenophobic CGer-
man — three times with respectively differ-
CNt actors I]“'li'\. ‘_'h.l.,'!'l,i'l{' "'\!]l “Ili! 1“:!'_1 li'l('
students to experience different positions
and o empachise with the role of the
different characters.

Dwuring the next lesson the three groups
rehearsed their scenes again, this ime
llb;ihg the .\':u‘n-f.rm! Think-method®, which
gives the students the possibiliny to ex-
press whatever they have in mind about
the scene ar abour other areas, without
regarding the natural Cop i the Head (5e¢
Boal 1995, p. 40 f£). This technigue
caused problems for some students. One
student reporred thar she could not ver-
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|?‘.|“"I' |‘.-.'r ‘.lll"l}l_jl!f‘\ t'.t\i['\-‘. |M"Li|l|‘-l' ||'IE"_‘- WEre HI-

ways confused and had hardly anything to do with
the scene itself. This is a problem which appears
|rl_'|||:|'I|I|_-. The method supports free L‘\]_'If{_"\.'\.il.lll
of opinion because thoughts are often suppressed
by a self-made censarship. The purpose aof the
Stap-and-Think method is to be able o Express
these oppressed thoughts. Boal developed this
rechnique mainly for the .li".'f.'r}ll"-'.w-:'-'.f,lr Desire-method
because here, the free expression of thoughts is an
important aspect to get freed from the suppressing

' .r.}fl i .I'.il'." .‘rl'lln"..'h'r IJHI.'II I."ii'll.l'ill\:

; |'I'.|"|'.|':|'|'|lll'.'.rl'l’_:' |'|'I?.-.?: & 1'f.l'|']'-|'|':|'|'.'l_- ¥ ar oan rr.?.l" r'('lrlllhl'lru"lt'l‘!
Bur, in the very time this verbalisarion — this expres-
Frerey |'l'.|| ek .'l'l-'l'.u!l""{"lf?.'l. Erraltons or sensditons J:fu' H"ul'h"ﬂ'l‘-
- is raking plice, in the time it takes us give voice ro,
to articulate these words, our brains continue 1o pro-
duce thoughts. And, however fast we verbalise, new
.'-"-'rr.'i';-"-.’- drise, .'-'"u.'i.'{.‘"r'-' thar rewain Jf’ff':'rfrﬁpa'l'l.;ft'f.".
This technigue allmus us — thearrically, aesthetically
all the thoughes,

! - -\.|I| rp I P PSR IR AT ] L
LTYET BOON LAYET, TRGE are aciive ar any groven ma

fa f.'.".\ the mament’ and io E':'-".’."".

ment. "
(Boal 1995, p. 174)

Third Phase: Presentation and
Reflection

In the presentation phase, which followed the
".'_\',I,",I]!tl(‘l.i "l'l'l'll]{ oL, :Iil 1|||L'L' SCENES Were suc
ceeded by a vivid discussion bur the “foreigner’s
vote scene was discussed most l|1uu:1|_|.;]1|}'. I sup-
pose that this was the case because it was the scene
that came closest to the participants’ real life. Es-
pecially in a comprehensive school there are many
foreign students, who find themselves dircetly
confronted with this prnl]l:'m.

I'he scene was repeared twice. In the first repet-
tion the student, who replaced the promagonist,
reacted very aggressively rowards the polling of-
ficer. The officer. however. made clear thac it was
not his fGaule chat the Turk could not vore. Another
actor called the Turk an “aggressive F{Jrr:igl‘ncr“.
_"]I'.[L‘I .i”.\, IEH' senc h_‘1l|1(,l ol |Tf' i_'l:'lﬂ,!l'tl ill a I“'l:li'
tive way. As it was to be expected the students
were not happy with this version of the scene. In
the second repetition the student, who took aver
the protagonist’s role, suggested to switch roles
with the antagonist within the scene. So the actors
did. This seemed o convince the anragonisrt be-
cause he expenienced how the foreigner felt. The
spectators as well as the actors liked this solution a
lor. Bur they were also sure thar in reality a scene
like this would hardly take place. The students
realised thar in Germany one needs more ways o

a IH"HI.'I: il'.ll.'n ll]l'lll."-t] |]||ii{'r‘|.in.|!|11l|['|;_" ;Il ‘ﬂ]li{'l:ﬁ
This understanding is a requirement for an amend-
ment in legislation. Everybody agreed thar there
should be a change in legislation. All students
knew of course that there had been a discussion in
the Bundestag for 2 while in the run of the elec-
ton campaign. The Social Democrats (SPDY) had
been planning to pass a new law concerning the
right to have two citizenships and therefore to be
al
the country of residence. Unfortunarely, atver all

|t|i‘. |i|1.1.' Wals ol EHIH‘-I'I.I 1.1.1]1.‘ o I"lfllll.‘.\lh .'IT'IH.'I'IilI_‘_|

owed to vote in the home country as well as in

German voters. The students considered that these
protests resulted from the lack willingness of many
Germans to communicate with the ﬂ]lci}r‘uc[s and
thus to understand them.
In the last double lesson (2* September 1998) the
class worked our petition lerters to be sent to the
Bundestag. These letters described the political
problems the students had been working on and
ﬂny.gvl.h:d alternatives. In thiz same lesson | col-
lecred the studens’ statements about the work we
had done mgvrhrr durfng the last t‘nup!(‘ of weeks,
This was the main part of the reflections phase
from which 1 could see what the students had
learned and whether they had appreciated the
[["Illhinl': and |r,1r|'|in|; method :I.pp'ird — ane that
uses theatre to make people think and learn or one
thar uses physical performance ro make politics. It
increases the awareness of social and political in-
justice by letring us experiencing injustice with the
own body and mind.
The starements show that the students have reached
an intercultural understanding especially in the
sCene i]l"li. r‘lhl'ﬂ,l ill"‘i’t’. R:{ '.]I'Aii'l"lt_" \"li'[li [hi‘\ I_‘l:flh— .;"r- .

: . m afraid your
lem they have learned to feel and acr as foreigners.

Hadme is not on
the liss!"

Tfl l]'ll.' SLCNC 1.i“.'}' l(}ﬂ'!’( nn tili.' l'l'.'l'il' U"— lh(.' f‘UlL'ingtl'
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scenes they rehearsed were decided themselves, e.g.
by collecting information abour pn|i|:ic:ll discus-
sions from the news, papers or from the statute
book.

As it is mentioned in several statements, the project
has brought about an improvement of the class
dynamics as well as a growth of the students’ sclf-
confidence. On the one hand it has helped the
students to conscientuze their own body but on
the other hand it also has helped the students
realise physical boundaries, which they had not
known of before. This became clear with Boal's
exercises “circle and cross” or “slow-motion race”.
By practising these exercises the students learned
that things, which seem easy ar first, might turn
out to be rather difficul.

In the beginning of the project some students
found iv difficulr to actually acr in front of their
class mates, These inital uncertainties, however,
diminished quickly while getting used to us¢ the
body in the lcarning process. From lesson 1o les-
son it became easier to motivare the students. In
the end of the experiment everybody was con-
vinced by the positive results, with regard ro the
learning process, a learning and rehearsing for
reality, One student especially summarised the
process of conscientisation which took place in
the course of the project:

wMeiner Mfi’lﬂuﬂx nach war das Theater :;rfrﬁ-n wund die Lar.{'fnmg:-
E&ungm eine gute Sache. Da sie einen zum Nachdenken g:émrﬁu hra-
ben, siber Themen, dic sonst einen nicht so beschiftigen. ™

The students rewarded the scenes, which had re-
sulted from their own opinions, with a high motiva-
tion and vivid participarion. They mirrored the
students’ concern and gave them a reason to think
about prablems of which they had not yet become
aware. Moreover the students commended that they
could chose the topics to be dealt with themselves:

wGenerell fand ich die Theaterspiele sehr gus, vor allem war ich davon
begeisters, daff wir uns die Themen (Ausliderwabilrecht’ 2. B.) selber
avussuchen konnten. Dadurch wurde es sehr interessant. Besonders die
Tdee zaem Sehiluff run einen Geseszesvorschlag zu entwerfen finde ich
sebr gu.”

In the students” opinions it becomes obvious thar
the LT has indeed caused a conscientsation of
social injustice and moreover that during the
project the students leamed things they can use in
their further life, e.g. how to act in job interviews
or how to behave in problematic situations:

wlch denke das wir durch lhre Hilfe, Fihigheiten entdecke haben, nim-
lich durch das Improvisieren. Man muff sich schnell auf andere einstel-
ben. Vielleicht sogar gut fiir ein Bewerbungsgespriich.”

Some time ago there was a vivid discussion in
Germany concerning adoption of Boal's term
“Theatre of the ':.1-||.*|'|:1.'~*-:.'d " to German contexis.
In this context Fritz Letsch suggested the term
+Reale Theaterarbeit™ (see Lersch 30.08.1999k),
In my examination thesis | stated that | think chis
term neither covers innovative possibilities of this
theatre method, nor the actors’ physical activiry
:1||.Li ﬂ,':\}"{.'li.l'.l]l'.l’,'.-trl'l'l]!-, |1Ji|:|r [ £4] :lla’.' l1rllii,'v:.[ Al [h:
Erich-Kismer-Schule | suggested the term “Thearre
of the undiscovered possibilitics”™ (Theater der
unentdecken Miglichkeiren; 1998, p. 20). Bu
after the project | soon considered a yet different
term |11l.pin'l1 by a student’s statement, in which
it was mentioned thar because of the theatre the
student had discovered physical abilities, which
she had not known of before, i.e. the ability of
physically experiencing problem-solving, even for
political purposes (see the statement above), |
suggested the term “Theatre of the undiscovered
abilitics” (Theater der unentdeckten Fihigkeiten;
(sce 1998, p.149). This term :mphu Boal'’s opin-
ion that there i5 the ability to be an actor in every
person, and that the only problem with people is
thar they da not know abour 1t

U}\ to now it seems as if the theatre L:Iui::t't at the
Erich-Ristner-5chule in Bochum worked our
\\'iihll'ﬂ‘ I;_Hll'cll'l; :I”}' F’rf'll'lli_'ril'!. 'lll'li'} ‘H!-l. DILIESE WilSs
not the case because we indeed had to face some
negative aspects as well. First of all it is not casy 1o
plan and to run a project in class. The debate about
project learning and problem oriented learning in
SI.:]I{]LI! ]]Hb- l:H_i..IJ.!.";l,.‘d ||I;ill-\' I.'l‘._'.l;'lh.' h i1 1{EC.L\J.I:5- ["CL"'
especially Bastian/Gudjons, 1988; Meyer 1994;
Scheller 1987, 1998), But even though nowadays
project learning and learners autonomy is highly
reccommended, it is hardly ever realised, especially
due to the packed curriculum. Although theareri-
cally the project in class should be suggested by
the students it is usually bound to the curriculum
and therefore suggested by the teachern In the case
of the LT-project, however, it was initially my idea
to run it, bur nevertheless it was the students who
chose the topics to be dealt wicth and who planned
the further steps. It was rather a coincidence thar
the project even fit directly into the curriculum,
which demanded the topic “social problems of
society”. The scenes thar were presented all dealt
with certain problems of sociery. Therefore the
project can be regarded as a practical and interac-
tive adapration of the curriculum.,

A further problem, however, was that of the lim-
ited time that was allowed for the project. A lesson
in German school usually lasts only 45 minutes.
Considering the need of a warm-up phase in every
meeting, even a double lesson is hardly sufficient
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(0] I'L'.!“:\' achieve w h.ll wWils EJl.IHIH'I{ |1 frc:lul_':t[]:,'
happened that just as the students had a good idea
for a scene the lesson was over and the nexr one
was in some cases five days later.

One last problem was thar the rehearsed scenes
were not presented in public. This was because the
students had to starr studying for the rests which
had to be written soon. Nevertheless they have
written Green Papers for the authority which shows
their initiative and willingness to work against the
social and political injustice thar they had become
aware of during the experiment

Despirte these problems the project still can be
regarded as successful. Regarding the marter of

intercultural understanding it can be stared thar,
although the students were not directly asked to
develop a scene with an intercultural theme, they
l'l{"'h'f'rf]ll,'ll;“-.'u I.ii:li -fl'l:l‘- '\1|'|I.|'l'-"\ |!|.ir irll:'n ||]‘|]T|I[
understancing is a major concern of the students.
.i-[ll..‘. ilil'-'l' \EI‘]'\\'I'I Lllil: 1"“.'}' are inter L'H[l.'ll. imn |'|‘|.PJI'
tics and more than that, also in politics concern-

1 they can't make laws

i!'lE_'.j‘l][L'l‘l_:l!L_l‘u. |‘1l][J]|.l'|II:'-
themselves they have learned that at least they can
show the legislators their interest, they can show
the legislator that they do care for social and po-
litical injustice even though rhis injusrice is nor
obvious at first sight. This positive aspect of the
learning process that has taken place among the is

7 e
expressed by a student in the final statement:

wiHeiner Meinsing nach waren diese , Thearer-Stun-
den ‘ganz el rll.flf'ri'n':l, denn ich hatte; eben durch
improvisierte gespielte Szenen, den Emdruck, daff
man durch salch eine Art von Thedterstiick eiriges
flir persinliche — miglicherwesse noch kommenden
,if‘f”f{{jﬂh’f?f — Il’rh'f'?f i’r]’h’n’f. ‘-‘ﬁ’l’-’h'fﬂln'f ]I’f{f|f‘|"ﬂ'ﬁ’ﬂ]'f'
stere’ reagieren zu mitssen, [.. Es] war [ fiér mich
f{;f}’ _f.Hl’.rrf'i'\-n'IJ'ff. 5:':111' .".".I'J'Hn.ﬂf P I.I'H'II'J;f';.".f‘i‘{ﬂﬁ‘i.‘;)rJ:
Perstnlichkeiten (Theaterrollen) anscinanderzises-
zen, diese sich zu eigen’ zw machen nnd sie darzi-

stellen (bzus es zmindest zu versuchen!).”
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Motes

! I 1964, after the second milfeary sirike in Brazil, Boal
(ke meany ather Brazslians who had been rrgﬂnfﬂ:’nu
sibpersive to the military syitem) were tortured and forced
inee exile. Boal, e, lived in other south American coun-
rrier, like Pern, and lager on in Exrope

? Firsi the participanis are iold io dntiv @ cinole in the iy
with one arm. After thar they are rold ro dntw a cross inro
the arr with the ather avm. These exercises are pot diffienis
r.'rfr'rﬁrrrrr Hn': 5 sraary s u'rr lIr:r.-.lrn-] r'imrﬂlf ane ru.ﬂr.l!l o .'.I’a
the two exercises ar the same time they swually find out that
ir is very lard to perform = and thar they have reached
their personal limity.

! Boal sugyests several different rebearial techniques, e.g. the
inalysical vebearsal of morivation. fn wiich a scene is
playest sn ri':r!,r'c:rrlrr moads, e.g. “love"or “hate”. Here the
acitors solely concentrate on the emotion in a particular
rramenl, o rfr.l'-l.r i 1'{FTJJ!.'! ;'."hﬂm’l’(r i bf llﬁl’“gff{uﬂlf
analysed mare easily (ree Boal 1995, p. 180). A second
wmode iy the “analytical rebearsal of vyle”, in whnich a scene
i ’r'ﬁ..‘{nf I8 @& Ceresain Jj_]fr or FEnre, O ".'tfr'rnr.rﬁﬂiw"ar
“ramurnce”, 5o char sometimes, &y changing che Sole“of a
real-life sceme, exsential elemenss can be discovered which
i .q.'_p".f by .'u}f.r'ng (Boal 1995, y 2 180).

" In the stop and think method the joker staps the scene when-
ever frr_,r'r'w-l'} £ Ereferesting io hear what is m-lq; im the actors’
swind, Wien the scene is stoppedd, the actors one after the other

express anrpelring e i in eheir mina, no marser whether it 5

qufg};r imf‘mm!m’(ﬂr nor (e Boal I_'?ﬂj.P. f?-f_ﬂ.'} |
¥ The studenes’ quoses wihich follow are divect manscriprions |
fram the statements they handed in.
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Rehearsing Methodologies....

Zusammenfassung:

Warren Linds bericheer iiber ein Theaterlaborato-
ritim, das er an der University of British Columbia,
Vancouver (Canada) abgehalien hat, Ziel des Ex-
periments war es, theatermethodische Ansitze der
Brechtschen Lehrstiicke mir Boals Konzepr des
Theaters der Unrerdriickren fiir eine Neubewer-
wng individueller sozialer Erfahrungen der Berei-
ligten zu nutzen. Linds reflektiert dariiber, was
theatermethodisch passiert, wenn ein Brechusches
Lehrseiick (Baal) nach Boalschen Prinzipien pro-
duziert wird, und er denkt dariiber nach, inwie-
weit Brechrs Gesellschaftskririk auf dem Thearer
und Boals Gesellschaftsveriinderung durch das
Theater ¢inander gegenseitig bedingen.

Background, Wherein The
Facilitator Tells His Story of
Coming to Write This:

Warren Linds

How can we adapt without imicating; learn a sensibility as well as a tech- I
nique: and take the living breathing process of an artist and mould it 1o )
oty own needs?

(Kinzer, 25)

I have been facilitating workshops based on Thea-
ire of the Gppmmffrﬂ] (Boal, Theatre) with a
variety of communiry groups and schools for the
past 14 years, Theatre becomes a place for social
experimentation, giving a community the oppor-
tunity to use the language of theatre to investigate
relationships of power through a series of theatre
exercises and gamies. This work often leads to a
Forum Theatre performance, which is a theatrical
game in which a problem is shown in an unsolved
form, to which the audience (spect-actors) is in-
vited to enact alternative approaches. After one
showing of the scene, it is shown again unril a
member of the audience shours “stop!” and then
replaces the person they feel can potentially over-
come a power being put on him. The audience
member then tries out alternative approaches to
the situation. Many alternatives are attempted in
the course of a single forum - the result is a pool-
ing of knowledge, tactics and experience. Itis at
the same time what Boal calls a “rehearsal for real-
ity," 50 that in the relarively safe space of theatre
people can try things out and reflect upon them in

order to develop strategies for dealing with similar

situations in daily life.

Normally in my work, Forum plays are developed

from personal stories shared by actors/participants

in extended workshops. These narratives are then

developed collectively as a group of individuals

perceive a whole range of different, but often re-

lated, stories that began with an original one. Bur

the improvised creation of stories from collective

investigation is only one route into the creation of

these interactive plays. Another way to explore

issues of power can be triggered through/from

scripted plays'. For example, Boal (Leter) re-

counts that his theatre troupe once performed

Brecht's The Jewish Wifewhere they added the

physical presence of all the characrers with whom

the protagonist speaks on the phone (but who are

nat normally present either physically on stage or

by words in the seripr). In the first presentation

those characters were mute, but from the second

running of the play on, the spect-actors replacing

the wife had the right to address them and they

would then improvise rogether.

In this case the events of pre-second world war

Germany (as represented through Brechr's dra-

maric text) came face 1o face with the stories of {

racism in France {through the enacted narmatives i

of the spect-actors and actors in improvised action

in the Forum). This is an example of dramatic

text enabling a journey into personal story telling,

interpretation and transformation. "

| experienced another possible approach to the use '

of dramaric text to collecrtively investigate our

experiences of power relationships at the Interna-

rional Festival of Theatre of the Oppressed (TO)

in Toronto in 1997. Thmlplnmplmdm awork-
i a member
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enables passive spectators 10 become spec-actors,
The workshop experimented with an actual
(inter)play® where Brechr’s rexts interacted with
Boal's transformational learning processes scripted
text and personal story spiraled into, and inter-
minged with, one and another®. F_up-e riencing the
process at the 1997 Festival workshop did enable
me to understand how | might move beyond sto-
rytelling coming from a single story as we were
able, with the aid of a Brechr texr, through a form
of dramaric metaphor abour power, to explore the
often unspoken dynamics that happen in our ex-
periences.

In this article | will outline a process inspired by
Brechr, Boal, Die Gruppe Forumthearre, some
readings and my own experience. This laboratory
happened within a Thearre Directing class at the
University of British Columbia, Vancouver,
Canada. Underraking such a brief exploration
with a group of students would be different from
working with a community group with common
interests. However, such labs are important places
o elaborare new techniques and methods, as par-
ticipants are willing to engage in and eritique ma-
terial, and are also able to bring their experiences
as theatre practitioners and graduate students to
the process.

The Chosen Text: A Learning
Play

Brecht's first full-length play was Baal, written in
1918. Around 1930 he planned a number of
what he called Lebrstiicke (or didactic playlets)
abour the character he now called Bad Baal, the

Antisocial Man. The playlet has, according w

Willette (69) litdle to do with the original play,
apart from the name of the character and one
common scene. The text | (and the 1997 work-
shop) used in the laboratory was a fragment of
Bad Baal (though Brecht eventually didn't include
it as part of these Lebrstiicke),
Brecht's task for the Learning Play was to show the
world as it was, in order to enable the audience 1o
discuss and challenge the structures nfnpprﬁs'mn.
These were forms of sociological experiments in
the art of dialectical ﬂ:lnught. hml:mng-up exer-
cises and mental gymnastics (Kellner, 288) that
theatrical p )

: mmntnutsumudi
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tical thinking in discussing, and acting on issues
presented.
As for Bad Baal, in 1938/39 Brecht commented
that his portrayal of Baal in the Labwstiicke was not
correet in that the problem in the world was not
antisoeial peaple but rather that the owners of the
means of production who were antisocial, Because
of this limitation, the fragment is a glimpse ara
reality of characters withour much context or con-
nections to political or social power. Bur it does
Serve as an entry point into investigating relation-
ships berween three characters with different social
positions: Baal, Lupu and the little boy.
According to Philip Auslander, Boal's theatre is
based on a conceprion of the body and its move-
ments as being distorted by power relations bu
one thar steps “aside momentarily from its par-
ticular ideological regimens to try on others for
size” (130). On the other hand, the Brechuian
actor “exposes the social implications and behav-
iours revealed when those acrions are examined
from a specific ideological view” (129). What
happens when these contrasting, though comple-
mentary, views are put together in living bodies by
exploring a Brecht script using a Boalian process?
| wanted 1o explare the Bad Baal dramaric text in
an cffort to look at the link of the personal/indi-
vidual with social and ideological issues (Brecht’s
purpose in doing his Learning Plays with his ac-
tors). Using such an idcological text as starting
point 1o develop story through these relationships
also meant thart I was not just trying to find a way
to infuse the wext with more life by helping aciors
connect to their own experiences, bur thar | was
also able o explore ways the life experiences of the
actors influence, and their interpretations are in-
fluenced by, such a rexr, spiraling backwards and
forwards as one affects the other.

Food for Action®:Workshop
Notes and Thoughts on The

Laboratory Process

The Facilitator Proposes....

We will get to know a text and the feelings/relution-
ships that emerge from ir.

We will do this by exploring our own experiences
through how the text resonates with us.

Then we will put this text on its feet through its own
words but our movements will be based on our own

experiences,
And then directs the group..:
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First of all we do some warm-upsioune-ups. Our
Objective in the first stage of this process is to wse our
bodies ro prepare for the shifting ground of the work-
:.fmf.l.

1. In a civcle, one person creates a gesture, then passes
it to their lefe; as each person receives it they deepen
it with feeling. It goes round and round withow
i beat. Do 1t around the circle several times,

_'). Sﬂﬂwﬂf fJiJ-I.‘ J’l'd!ii E’}"P!’ﬂ.‘]‘ﬂ"r il x’fﬁn‘]fﬂ.‘. T-{J'I,T f]'.?ﬂ'f,
those who receive the gesture adds something to ir.
Agi'lf.". Jﬂ .ll.f ﬂmuM flfh‘ l.'l:?‘?'.!;f Wf.‘(ﬂfl!r f;l"fj’.

3. One persan provides a complex gesiure.....the rest
of the group mimics, then each person leaves the
circle, plays with that gesture as they move, then
credtes their awm complex gesture. Cane back to
the circle. Then unify in one gesture/moventent
fmm all ﬂff.!':rm. .Confinuing to rfr.r_wmr o
until a collective LETINUPE ETHEVRES. ... {now a
new gesture).. then leave circle. ereate swn cam-

plex gessure.... back to cirele...unify...

.rhf Filfillltﬂtur Rtﬂ‘.'{'tﬁ on WI'H]L HLIIJPL'I'IC\L{:

At the beginning of a workshop there is a need to
do what Johnston (1998) calls tune-ups, “because
players do need to tune in to each ather (116)".
An energized body is required 1o begin work and
bringing the group together is important. | also
use these kinds of exercises to begin to explore the
themes of the workshop through our bodies, rather
than just through verbal language and conversa-
tion. As Johnston points our, (these exercises can)
“become microcosms of the later macrocosms
which are the larger challenges” (117). So these
exercises become a bridge beoween the world out-
side the laboratory or workshop and the world
that is the workshop.

The comment was made by participants later on
in the debriefing thar the last exercise in this se-
quence led to collective gestures, yet the theatrical
work we did seemed 1o end with an emphasis on
individual stories. This is 2 valid comment thar
raised for me the issue of how to develop interac-
tive plays that have more possibilities for collabo-
rative analysis and action ro deal with strucrural
and political issucs. This also means that there
should be possibilities in the chosen text that might
lead to more strucrural and political analysis. This
is not the first time | have been challenged on this.
In 1997 1 gave a presentation on Forum Theatre
at an academic conference on critical pedagogy.
The audience there questioned how we might
enable collective and collaborative interventions o
transform the situations posed. This idea themati-
cally fits with the warm/tune up exercise of collec-

Rehearsing Methodologies....

tive/individual gestures and is the reason I selecred
this as the first series of exercises.

I think one way o deal with this dilemma is to
continue to use Brecht’s Learning Plays as a text — i
source and explore the individual-collective dy-
namic in a longer period of time. This would
allow for small group interacrion to nox feel the
pressure of having to come up with "one” story to
represent their individual stories but to explore
different elements of each story. We could also
undertake further collaborative analysis when each
story is presented to the larger group. This would
involve looking ar the symbalism of the Brechr
text and how it inter-relates with the lived/living
stories of the participants. Perhaps there are other
themes and other commonalities or differences
that might emerge. We could also play with Im-
age® and rableau to show the central tensions of
the story and their points of view.

Familiarizing Ourselves with the
Text

TI“.' Faciﬁlatur:

Read the rexe ane lowd while W&Fﬂg !ﬁmugﬁ the
room, talk with words through the text, rmbaﬂj' il,
express it. let the texe spra.i' to you. Rrpcdt one tword
or phrase. Dialogue...with words. This can be out of
sequence with the other person you may interact with.

Bad Baal, the Anti-Social Man

A STREET IN THE SUBURE

Accompanied by Lupu, Baal meets a litsle, sobbing boy in front of the
adversisement signs of some obscure movie theatre,

BAAL: Why are you weeping?

THE BOY: I had two dimes for the movic but a boy walked up and
snatched one from my hand. That boy over there! He points

BAAL #0 Lupa: That constitutes theft. Because the theft did not resule
from gluttony, it does not constitute a theft necessitated by hun-
ger. Because itinvolved a movie ticket, it constitutes a theft neces-
sitated by the desire to see. Nevertheless: it is a theft.

BAAL: Did you not call for help?

THE BOY: Yes | have.

BAAL o Lupee A cry for help, An expression of human solidar
known as the so-called death-cry. . =

BAAL strokes him. Didn't anybody hear you?

THE BOY: No. : -

BAAL: Can't you yell louder?

iy
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THE BOY: No.

BAAL e Lupee Then take his other dime, too! Lupu eakes the other
dime and both continue their walk unconcerned.

BAAL to Lupiz: The usual result of all appeals by the weak.

(translated by Michael Wrentschur from Der boese Baal der Asoziale
[Bad Baal the Anri-Social Man])

The Facilitator Explains:

So we have this one page text of Baal. The idea
now was to get o know the text, the feelings and
the relationships that emerge. By choosing one
word or phrase the actors can get in touch with
the text through repetition and exploration of
feelings and sounds. The idea is to let meaning
and analysis emerge firse with voice then through
bodily interactions with others.

I found the work the actors did strong and felt as |
walked around listening thar the participants re-
ally got involved. 1did wonder if I as director
should be reading the text along with the group
and interacting or providing cxamples of what |
am ralking about through daing it. This aspect is
a question | always had as facilitator/dircctor. Per-
haps the best response right now is to decide on a
case-by-case basis. With groups thar are having
more trouble improvising with the text I might get
more involved.

Fable
The Facilitator Explains while Dirccting:

A relation between two people. .. simplified to its essentials and physically
and verbally expressed. Write down the salient points of view from the
director’s standpaint...

What happened...whose point of view are you taking? What happened in
the scene? Take a strong stance that is changeable that conveys an impres-
sion of the scenes central action.

Other Possibilities: Image...series of images? Plays plot...retold on stage
from a specific point of view...in a clearly defined gesture...relation be-
fween two people...more than a plot summary...the fable is intended 1o
reflect on the essenrial action of a play as director intends it to be perceived
by the audience. how and why things happen. Write a paragraph on this
scene in light fwwmafﬂ:wuﬁyﬁrnﬂmﬁ
. muw-{ﬂ-ffbaa.

thoughts that we can face up 1o the task of the
theatre. The more you assume your role as a mem-
ber of society, the more you partcipated in his-
tory, the more you will discover abour the charac-
ters you have developed, for

“[A] eharacter iz not an immutable abseraceion. It is
a changing reality, though it remains fundamentally
one. You must see the thearre as a place of murabiliyy,
of dialectical facr, and you have the courage to be one
thing and not everyehing, to express one possibility
contained in the character and the text, and not all
of them. a theatre in which there is no poine of view
is an empty thearre.”

(269-270).

Boal concurs:

There is one .rfn'rrg thar is very J'HIFDH.'IHI in thearre;
it is that whatever ﬁ:rm it is, it presents fmages af
reality to be transformed or to be perpetuated. When
JON present an image af i mrf.-'ry you choase a view
point, a place from where you are going to see those
images. Like a photographer. The playwright or the
men or women doing theatre, they have to choose
where they are. Whar are their posicions. You have ro
take the r'mdgr af -rt'm'fr_)' dned iay where do I stand?
Because thearre is moral, TC or not. When we
show imager pf realiey, we show smages that we see,
aned in the prrocess sf nﬂn{ﬁ!rmarfnn. that we wans,

The Participants Interrupt the Facilitator:

Here are a few of the fables written by P;]rricip:mu
based on their enacted understandings of the Baal
text. They point out different approaches to the

idea of fable and the points of view thar might be
taken with this particular text

»  There is a call for help and someone is rrying to
enible the 5;:_)' to seek bis own Justice, Pi".:_}':im.‘
Action speaks louder than emotional solidarity
action. Someone seeing a person in distress enters
their space to try and receify the problem; how-
ever they rectify with their swn techniques.

*  Baal was serolling along with a student and mes
@ young bay who created an opportunity for a
teaching point. Baal seized the opportunity to
invessigate and demonserate a social truth. He
discovers the boy 15 crying becanse someone bigger
than him needed his money. He enjoys revealing
that if someone is weaker theyll be preyed upon.
He uses the boy to do so.

o The victimization of an unsuspecting person by

~ pasiers by in order ro illustraze a concepr; the
discussion of which was provoked by the would-be

; ‘"Wwﬁe result of the provocation was




G
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their victimization. In effect, the victim victim-
ized himself. The conclusion io the paserstby
ATEHIRENT.

¢ Aeryfor belp. It is vague to me. First...Why
“try" is supposed 1o be an expresiion of human
solielarity? Is it not rather an appeal for human
solidarity? Would lowder crying belp in any way?

The Facilitator Continues His Explanation:

The fable was a small part of the lab that had not
been incorporated in the Festival workshop thar |
had participated in. I saw it as something that
could incorporate more focused directing rasks by
a group collaborating on putting on the play. As
Kinzer points out in his article abour how he used
it in teaching the directing of Brecht, the idea of
fable (*Brecht's preferred term designating a play’s
plot as it is retold on stage from a specific point of
view, in a clearly defined gestus” [27]) rakes prac-
tice to develop. He found the idea of claricy of
action and a strong point of view were one of the
most difficulr things to teach his directing stu-
dents.

In Kinzer's work, he developed fable by reading a
text first. 1 wanted o see whar happened by en-
gaging in the previous stage of gerting ro know the
text on our feer, How would our understanding
of it as fable emerge? How could this then be
linked to our own understanding of the rext
through our own stories? This forced the partici-
pants to think of the scene in terms of point of
view and what happened from their own limited
time with ir. Because this is quire a short scene,
people generally outlined a plot or made a philo-
sophical point. Kinzer underlines that it took a
few tries ar this before his students started 1o really
work at the detail and point of view in the fable.
The fables that we have seen here from the parrici-
pants had lots of petential to decpen our own
understandings of different aspects of the rexr.
One person saw Baal as a teacher; another had a
more political point of view about victimization;
and another’s explored mortivation.

The next step of moving from the rext ro people’s
own storics meant that we had o leave their fables
behind. 1 am fascinated by the possibility of in-
troducing the fable of the text and then coming
back to it later in the lab. Then we could have
looked ar the way scenes were to be acted ourt

from our own stories and write a new fable of our
stories as expressed in the text. This would give us
the opportuniry ro see how the text and our stories
intermingle and how our viewpoints shifted. The
fable of our story would quite naturally be from
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our awn viewpoints.... wauld the ariginal one also
take the viewpoine of the character we most iden-
tified with? How and why would it change?

“Non-Fixed” Version

The Facilitator Re-Appears, Reading From His

Man:

In a circle think of who these characters are in
your own life, and the instances of this you have
experienced.

Then backs turned to each other, using one line from one character in the
seript, become one of the characters you were (or someone you encounsered)
aned weonld like to investigate in your own life. How did the characters talk

and express themselves,

Use all of the theatre space....you are that character in your life, walk

around.

The Facilitator Reflects:

The idea now was to relate the relationships in the
text as we have discovered them to our own sita-
tions. | was impressed with the way the explor-
tion of the script through repeating a word seemed
to easily link people to their own similar experi-
ences. At first | sensed people were resistant to the
idea of "discovering” their stories through text
repetition and wanted clarification as ro whether it
comes through character or the scene. | think
finally it was through the relationship of the three
characrers “on their feet” thar the strongest work
happened. It was these moments of connection
that 1 always look for and remember. Extending
that part of the workshop by perhaps taking an-
other line from another character would allow for
more investigation of the character and the rela-
tionships created.

This stage was a transitional one where we were
playing with the text in the contexr of our own
experiences and, in that way, discovering new
aspects in the original text. | sensed some confu-
sion and even some resistance to this idea. Perhaps
the transformation was too abrupt. Perhaps [ didn't
explain it well enough; or maybe | tried ro explain
it too much because as people started to try it our
[ saw understandings in (inter)action as people
took the idea and played with it and quickly found
resonance with others.

The activity led to the formation of groups of
three where the participants' stories and experi-
ences as they resonated with the text were to be:
de\reloped. Ihndmliallythqqghﬂg i
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together. But | found it more helpful here to con-
tinue ro work in the narural flow on our feer and
build on the feelings and senses that had emerged
in the familiarization with text section, and do
parallel work with the text but in the context of
our own situations. (This “parallel work™ liberates
the text from its original contexr, thus creating a
new “non-fixed” version).

Groups of 3: Scenes from Daily Life
The Facilitator Returns ...

Each member of the triad shares a story (ralk abous it). Then direct the
story, playmg the character you want to investigate. You don’t have 1o
share what the stary is. Ies up 1o you...direct it as a particular situation er
as symbolic of a sitnarion. The only words you need ro use are the ones
ﬁ-vm .nﬁcim:p:. (Share it or show it.): Choose one r.rnmp.’tprr_gmup that
most resonates with those in the group. All members of the triad play their
text 1o each other. improvised with the same rext based on experiences
they bad or want to investigate.

Responses by the others.... what they fels, what happened , go through
with each person.. you play as you understand the other characier based
O JOUT OWH EXPEriences.

The objectives here were to relate the text o par-
'Iicipinl‘s' aWn experiences and find ways ta share
it theatrically. This section should ke up the
bulk of the workshop/lab as we finally get to put
the text “on its feet” by working ar the text through
our own storics and working at our storics through
the text. Generally, the groups worked well to-
gether. As a group of people with experiences in
acting and dirccting they found it firly casy to
carry out this and direct each other in their stories.
1 left it ro the groups to decide how to share their
stories so that they would then act our. In a group
which didn't know each other as well, or where
there would be a need for less disclosure because
of the sensitive nature of the themes being ex-
plored, 1 would establish some clear ground rules
for disclosure in the carlier part of the workshop as
well as include more community building warm-
up and tune-up exercises. Several of the people in
this lab found it casier and more time efficient to
first outline the story verbally. By adding back-
ground work in image and mbleau we could just
as cﬁdrmmvuhl“aupﬂmu" to d:vclop the
scene, using the original text to add eaptions to
cach mapahprﬁik:;my bn:ni hur I.l.'ll:l!!_ our
e

Groups of 3 present to the whole
group

The Director Wraps Things Up:

Play one of the scenes thar most resonates or expresies
the feelings for other groups,

To the andience: whar did you see? Whar does it re-
n:f'uz.f)ﬂn r.'j?: Whar are the motives? Ak the xrr.‘rup
wireching the title the scene? Whar is the fable now?
HL'W I .ﬂ\k{'d {'ﬂ(i]. grullp (4] [T]Ji‘\' [I“.,'Ill SCene. .rh:n
I asked for some titles. Participants shared: Eﬂf}y
Bucllies, Wicked Witch of the West, Opportunism, The
Court. These could have then been explored fur-
ther by writing up the scenes as fables. Some of
these would center on motivation and feelings,
athers on aspects of characrer and stereotype. Dur-
ing one scene | asked the audience members to
stand behind the character who most resonated
with their own experience. Since time was running
out, the laboratory ended as we began to discuss
the process.

What Was to Come Next?

The Facilitator Outlines His Unfinished Plans:

I would have liked to continue the workshop with
cach SCnc, -ilg'-ilI[I'l Spifalillg hﬂck ill"ld r‘I”I'i F[D]TI
the original text by Brechr to the participants’
texts: both the contributions brought to the seripe
ﬂl'l'd tl'iuﬁ: Cﬂ:-il.l.cd- b_\" Il'll'.' Fﬂrllﬂlpiﬂ.lﬂh durlng per-
formance. For example, | would ask them whar
their characters represent, have them write down
the fables of cach of their scenes, and then discuss
the interplay between the fables of the scene and
the fables of the script they wrote carlier.

I planned to then ask the group to choose one
scene to work on — the one that the participants
found most interesting or wanted to explore fur-
ther. Ar the time, | was most interested in how
this process could lead 1o Forum Theatre, We
would have then explored Forum by choosing to
define characters — who should be fixed and un-
changeable and who could be changed or could
change the situation.

Another option would be to look at the silent
character - Lupu - and explore whart he could/
should/ would say or do in response to the sita-
tion. Other possibiliries | have thought of involve
exploring how the play'’s meaning changes as we
explore new permutations and combinations of
text and experience. For example, we could use the
original text as a tiny part of a larger play, creating
scenes before the text and after it: what were Baal

.-i:!d Lupu doing rogether? What was the response "
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of the little boy after they left? 1 can also see how
the process could be extended by for example,
looking at the play as a presentation of larger is-
sues. Who are these people? Wheo are they in our
own lives?

The Facilitator Reflects ... And Doubis:

The Iralian director Giorgio Strehler (270) reports
thar Brecht taught him “doubt” as the fundamen-
tal essence of his theatre. Doubt, as the dictionary
tells us, is “ro hesitate to accepr as rue”. My word
processor’s thesaurus offers up the synonyms "in-
decision, questioning, reservation, uncertainty,
apprehension, qualms, misgiving, skepticism.”
Doubrting something,. Strehler adds, “doesn't mean
everything is a contradiction but that you are al-
ways able to change your ideas, thar you are not
bound for life to an ideology, and that you can
seek truth in opposites” (270).

What | have found, as | reflect on this process, is
that the process itself created doubr. | had wanted
o CIPI{JW With [I'I: Dthfﬁ lhf dﬂ:'upmcnl uf
story through the interplay between different forms
of text...dramaric, personal, collecrive, and ideo-
logical. I'm not sure I achieved this. As the proc-
ess went on | found myself unclear, unsure of
what was happening. Part of the problem was
time. Things operated at a faster pace than 1 had
hoped. As this was the first time I led this proc-
55, | found myself concentrating on learning the
process, and so | could nor adape in the process of
facilitation.

Boal and Brechr both see the body as being ex-
pressive of power relations in the world because it
and its actions and gestures arc determined by
those relationships. The two authors also contrast
one another. As [ mentioned in the introducrion
1o this essay, Brecht's scripts outline a specific view-
point based on an ideological commitment thar
comes from outside the theatre (Auslander), while
Boal’s process involves unveiling through theatri-
cal exercises the mechanisms and ideology of op-
pression and the development of physical alterna-
tives to these power relationships. These two the-
atrical responses to the question “What can be
done abourt oppressive social relations in our
world?” do not contradict enc another. They can
inform a transformative theatrical methodology
through an exploration of embodied personal
experience using an idmlagica] text. This then
could fead to a whale other series of investigations,

spiraling back and forth berween texr, world and

ﬂnqcm:ru:cs of pamupanu
These spirals mean we can investigate metaxic
rdmsmhlpshmmn the world of the mmkshap.

[1'1: wur'd Urti‘lf text ﬂnd "j'lf “fﬂrhj uf lhf Pﬂ"’.‘ll:i' ‘
pants. This interplay ereares 2 mulri-layered, nesred

thlfPfl’rﬂT““lnL‘f "f‘ﬂl'll' CI"IFUI".IL'& i[‘l HF“.I ﬂ.lll“"pl

the others. This is a new possibility thar emerges

through the interplay of Baal through Boal and |
goes beyond Boal's (Rainbow) concepr of meraxis,

which is “the state of belonging complerely and

simulaneously 1o two different, autonomous

worlds: the image of reality and the reality of the

image. The participant shares and belongs to these

two autonomous worlds: their reality and the

image of their reality, which she herself has cre-

ared” (43).

| say “goes beyond™ because when working with a

text, it quickly becomes evident thar each indi-

vidual “reality” is interwoven with many others

realities. From the experience of leading this lab |

can also see how this metaxic interplay involves

anather level of investigation between the world of

the workshop, the world of the participant and the

warld of the text (and its own connections to its

own world - in this case Breche’s).

Theatre of the Oppressed is constantly being

adapred and changed to meet changing conrexrs.

As Frances Babbage, an English TO practtoner

says: “The work cannot remain static, cannot be

unproblemarically used here, there and every-

where, but must continually be re-invented in

order to remain lively and relevant” (2).

Not every dramatic text will be appropriate for

every group. A critical question for furure investi-

gation will be which short texts would be appro-

priate for which group or situation, Brechr's Lebr-

stiicke, with their specific social/political analyses,

provide one example of short picces to initate this

process. The strong and committed writing within

them ofters one viewpoint of the world, which can

serve as a springboard for a spiraling interplay of

ideology and merhodology. This viewpoint can,

through dramaric investigarion, be opened 1o ques-

tion and critique. For example, | have previously

developed a critique (Linds) of some of the ways |

have worked with “stories” in Thearre of the Op-

pressed workshops. It is possible to try another

approach to "story™: There are ways to devise a

theatre that help the audience question whar is the

“norm” and whar they can do abour ir. This doesn't

mean that theatre has to be inaccessible and ob-
scure, denying participants and audiences alike
any engagement as they try to puzzle our what is
hnppcnm'gonst‘ay I:umdmmuntlnt
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- of disruprive or interrogative rext. We can take an ~ — (1996), Interview, “In Contact with the Gods?

! initial “draft” of the play, deconstruct and critique Dhirectors mlk theatre.” Mania M. Delgado and
it, and then create a new play with new images Paul Heritage, ed. Manchester: Manchester
and text. University Press, pp.15-35.

T ize th i fonc Austrian TO {1996). “We are all Theatre: An Interview with Au-
o mmamr': - e i :nc : t!‘mn gusto Boal.” Higlh Performance. Doug Paterson,
[ 1 %_r:up, B:;‘ht s Learning T—E =t FBGT.: i ]‘orr:m ed.. Online: hrep:/fwww.artswire.org/-highperfl
‘ hh s k'wfd B R T - 1) hp/hpmags/HP7 2texes/Boal.heml (1999, Sep-
* I arisc as | continue to explore my own practice, tember 08).
|I New questions emerged from the participants in — (1997). “Letter from Rio." The Brechr Yearbook,
| [l'ic Ilbﬂl‘a[ol}f l.‘l'ld :in I'I:I}" r:ﬂoc‘[nr: wri{jng ;bnut r'm'umr JJ h‘l;rc Silhcrrn:n, ed. Bcrlil::‘]']::
{ I it. A colleague at UBC, Kadi Purru, reviewed a Berliner Ensemble and the International Brecht
11 1 draft of this essay and pointed our at several points Society. page 91.
" '.' Ih:mﬁ md quﬁﬁﬁni I:iu.l: ﬂﬂl.l!d bc Ih!‘.‘ Sﬂhiﬁ:l nr El‘tt..ht. H:rlnll. "l!:.d Blal. T'hn: Anti.-."‘n}fia.l n"fi.ln-.

Translation by Michael Wrentschur. Workshop
Handout, 1997.
— (1977)."The Lebritucke or Learning-Plays™. Transla-

i several other essays. For example how, through our
: (inter)play with Baal, did/could Boal and Brecht

i U both connect with, and raise questions about, each tion by Scefan 5. Brecht. The Measures Taken
! other’s methodology, aesthetic and ideology? How and other Lehrucke. London: Methuen, page 6.
| ll are dramatic texts somebody’s personal stories and ~ Cook, Theodore Andrea (1914). The Curves of Life.
| | personal stories someone else’s dramatic texe? | London: Dover Publications.
| l 1| ['I.'UPC that new issues will also emerge from readers’ Kellner, I}nuglns (1997). “Brechr’s Marxist Aesthetic.” A
|

Bf'ﬂ'ﬂ.b R}Tﬂ‘” ermnrf f"am;wni:m q;l.hhiﬂ.'

own (inter)play with rhis text. This is; 1 feel, one
Mews, ed. Westporr, Ci: Greenwood Press.

it | h of dealing with the intermingling acti
| | i 9 waneQ S-Cﬂ_' ik e lEl?ﬂcrs. ™ Kinzer, Cr.l.i.g[]"'.l')lj, 'Hmht. the “Fable’ and the Teach-
, Brech, The Facilitator and the Participants share ing of Directing.” Revolution 1989 Wihither
| e tm“ﬁ‘rmm"nm""gf“hmmg of methodolo- Breche? The Brechs Yearbook, volume 16, Marc
| | Bies. Silberman, er al, od. Madison: University of
| Wisconsin Press. pages 25-38.
Il Note Linds, Warren (1997). “Burrowing Below Ground or
L'n | Just Scrarching the Surface: A Cririque of Thea-
| : tre of the Oppressed as Anti-Racist Praxis.”
. r I am greatly indebted to the students of the Fall Yokrailaf Crisical Pedagogy
" . 199_6 gﬂdm C!.IB s “ﬂtl'-c DII‘UCI:]I.'IE, a the Online: hup:ffvwww. libwme.edu/publjep!
g l University of British Columbia and Professor Jan issuel-2/linds.html, (1999, September 08),
A Selman, who were willing to journey along with Schoeps, Karl-Heinz (1997). “Brecht’s Lehstiicke: A
me in this exploratory workshop; 1o Michael Laboratory for Epic and Dialectic Thearre.” 4
Wrentschur of Graz and Vienna, Austria who Breche Reference Companion. Siepln
f Graz Bertolt Brech P egfried
conducted the workshop that introduced me to Mews, ed. Westport, Cr: Greenwood Press,
the potential of working with Brecht's Baal and pages 70-87.

Bl coMCady Dy e Fos e iaveduable edito- Surehler. Giorgio (1996). Interview. “In Contact with

: : the Gods? Directors walk theatre.” Mana M.
rial and methodological comments on drafts of Delgado and Paul Herirage, ed. Manchester:

i this article. Manchester University Press. pages 260-276,
) : Willete, John and Ralph Mannheim (1979). Editoral
References Cited Note, Collected Plays, Vilume Chne Pare One By
o — Berrolt Brech, London: Methuen, pages v-x.
< .
- Auslander, Pi'lihp 1994), Baal, ﬂﬂ. M The

Mady
Sﬂimn and Jan Q:hm-&u. o New Yotk:

Warren Linds is a theatre facilitator trained in
techniques of Theatre of the Oppressed. He has '
been working in popular theatre and community

education for the past 18 years. He is presently a

doctoral candidate in Language Education atthe
University of British Columbia in Vancouver,
‘Canada where his research is on the facilitation of
popula thﬁmﬂnwu]ﬂbcmwmedmwﬁ- '




53  Spelunkenpidagogik

Rehearsing Methodologies....
A Workshop Encounter With/Between Brecht's Baal and Boal

sponding with others doing similar work to that
described in this article and be conracred ar

wlinds@interchange.ubc.ca.

Notes

! Boal divected theare (borh in agit-prop and with the
Arena Theatre in Sao Paulo, Brazil) well before he devel-
ﬂpfﬂr ril'f Mm:m’ﬁrm i.'i'ﬂllilvl'ﬂ‘ H‘lmm }'??r-r.rr(. l;.r REEs, rm
Saacs, bis eritigque af a conventional theatre that separated a
passive audience from actor that led to bis development of
the syitem called Theatre of the Oppresicd and, ultimarely

ro bis exploration of the interacrive approach ro mansfarma-

tion called Forum Theatre, For more ﬁwr.l'xmnmf o s
nf Boal’s work that led to s, see the chapter Poetics of
the Oppressed ( 120-155) in Theatre of the Oppressed
(Boal, Thearre).

[ use the terms (inter) play and spiral to indicate the
living, simultaneous interactions that occur in our dra-
mutic explonations, Spirals drift one into the other as a
maze of interminglings emerges. Ar Caok says, “one af the
dugr beanties af the spiraed as an fmaginative concepiion i
thk £ 15 q.flusn ErOTng, yel NeveT cavertig ihe srie xmmm:
50 that it is mot merely an explanation of the past, but i

ali a prophecy of the future; and while it defines and
illuminates whar has already bappened, it is abo leading
constantly to new discoveries” (413).

YAt the same TO Festival [ alio saw a Forum Theatre
performance of a fragment of Breohei The Good Woman
of Szchewan, which Die Gruppe Forumtheatre had used
to tnvestigate soctal activism and immigration in Austria,

1 will outline in this etsay some of the elements planned in
the b and the thoughes thar wene fmio i, somve aprions |
elrelre’t wuse, aned what fmppmra’. I include in ftalic ity
original planning notes and instruction art the beginning of
eitch section so that the reader may iee some of the exerciver

ssead as well ar the flowe of vhe worksbop,

fn fm;{fr or fableau work peTHiCipEnLs, wiing therr owm
and others bodies as “clay”, creave siill images of their lives,
feelings and experiences, These frozen “sculptures™ are then
the starting paint for acrion as the Images are brought ro
life through movement and votce. New discoveries are made
in the interaction of the participants’ bodies in (elmation,
Because there are initially no words, Images can work
deross some Language, cultural and political barriers. 1 have
ﬁﬂmffmg{ wark ..rppiarrﬁur method 1o enable an J'I'Mljﬂ;,l'
r{lf:lurm.rr rﬂ'l.!rﬂlﬂﬂjj?f;ﬂj wma ‘.rmr:r'mﬂﬂr stiniaiion, wunder-
JHNTJI[IJISI I{fll'ﬂﬂ']!"ﬂ'ﬂ L‘J’Iﬁ’ J{ﬂ'ﬁrﬂl‘ I;MJH'(_‘ d”d f}.’l’f szl!'l’ﬂp'
ment of itories.
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Theatre Pedagogy in Germany

Theatre Pedagogy in Germany (the theory and
methodology of teaching theatre [studies])

An abundance of artistic-pedagogical activities
exist in the Federal Republic of Germany, which
Are l:."lrricd out lﬁlﬂg lhfﬂ.ll’: basnl mcl:hudh or
theatre games; there are many children’s theatres,
youth theatres, theatre pedagogical institurions,
such as the theatre pedagopical centres, as well as
|-urt|1l|:'r ('l'.l“l.'ﬂliul'l I”'I!ili!ll!i(.'ll'l!!. Il'l addf[iun. W
know and appreciate forms of street theatre which
are involved in and committed o social and po-
Htical cllgﬂgﬂﬂ]c“[‘ Fur r.'x:-lmp]:. strect ll'li.'ﬂlﬂ.' l!'l""
chooses political and economical injustices as the
theme of its work/performances.

A large number of theatre educationalists or peda-
gogues work at theatres, where they prepare or assess
the public’s visits to the theatre or they work 1o-
gether with the audience — young people in particu-
lar — studying scenes selected from the various plays
performed at the theatre, Theatre or drama in the
form of school theatre and study-groups is per-
formed in lors of schoals, in order o) introduce
literature; study and act out dramatic texts; or to
make it possible to gain a new kind of physical -
acting access to the most diverse themes, e.g. from
ecology, biology, culture or communication. Fur-
d'll:mlﬂﬂ:, at some H:I'IUG]S. “dﬁma[il: E'C[irl.g" is Ufﬂ'
fered as a third artistic subject, along side music and
art. At certain universities and colleges, theatre peda-
gogy is also incorporated into courses for those ei-
ther studying to become social pedagogues or teach-
ers, or who wish to work in cultural areas/the arts.

Parallel to these well established institutions, a
wide variety and number of festivals, workshops
and meetings take place, at which the different

forms of pedagogical theatre and of theatre peda-

gogy are pracused, developed and exchanged.

The education of those artist ically and
pedagogically involved in theatre pedagogy is very
different. Some of them are actors/actresses; some,
having worked as directors or in directing, now
run theatre companies or groups; others are writ-
ers or are drawn from the other arts. Teachers,
social and school educationalists/pedagogucs are
also actively involved. The professional title of
Theaterpidagogel Theaterpidagogin (thearre educa-
tionalist/pedagoguc) has gained acceptance over

recent years.

The relevant arganisations in existence in the Fed-
eral Republic of Germany are as follows:

the Bundesarbeitperncinshaft Spiel wnd Theater (BAG)
(the German Group of Acting and Theatre), which
consists of a combination of virtually all the ama-
teur drama and school theatre associations and
theatre pedagogy; the Bundesverband Theaterpida-
xngf.l: (BuT) (the German Association of Theatre
Pedagogy), which is primarily organised by and
for theatre pedagogues/educarionalists from thear-
rical and further education institutions; and the
Gesellschaft fiir Theaterpadagogik ( GfTh) — the
Society for Theatre Pedagogy — which focuses an
the theoretical aspects of theatre pedagogy and
higher education. Theatre pedagogy is a broad
field within Germany, comprised of activities and
— to extend the m-.-t.-iphm — a lively scene, which is
constantly moving, changing and developing in
neEw ways.

FV./gk

The Society for Theatre Pedagogy

Florian VaBen and Gerd Koch.Translated by Anna Marie Reid

The Socicty for Theatre Pedagogy (Gesellschafi fiir
Theaterpidagogik) was founded on the 2 February
1980, making it the oldest national theatre educationalf
pedagogical organisation in the Federal Republic of

il a
o -II.-.\; i

Germany. The society regards its most important rasks
as being: the implementarion and co-ordination of
theatre pedagogical projects, workshops and seminars. [t
also organises exchanges of information berween the
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working members based in different locations, as well as
berween other organisations and interested parties. The
Society for Theatre Pedagogy offers a link between the
various erganisations, in relation to numerous activities
in the most varied theatre pedagogical arcas.

Since its establishment, Bertolt Brecht's Lebresiick—
Theory forms a special focus for praciical and theoreti-
cal work.. Brecht's model of didactic play (learning
play) assumes that acsthetic experiences, pedagogical
processes of learning and becoming politically aware, arc
not so much a consequence of adopting theatre proc-
estes but more so of playing one'’s self. This work focuses
on the conception of one’s self and on self-reflection in
the group and, in addition to this, in a social context.
The didactic actors, or simply the "players’, are supposed
w0 sociably and socially interact, communicare and
exchange views and experiences with one another; so
that they come to understand themselves and their own
expeniences, combined together with the experiences they
have in common and also with political-social experi-
ences. Brecht supgests that, in institutions, the so-called
“Pedagogues”, should learn how to behave; 1o change
their inner and outer manner with the help of theatre and
dramaric acting, to develop a new art — namely the are of
living and making the most of life and its experiences,

Owver the years, aside from the approach presented by
the didactic play/learning play, a mulritude of theatre

activities have been developed in the mem-
bers” various fields of work and in the different peda-
gogical and academic instirutions. Apare from the con-
ception of the didactic play/learning play, others also
worth mentoning are Boal's Thearer der Uneerdriicken
{Theatre of the Oppressed); body and improvisation
theatre, and the interpretation of scenes.

The Society for Theatre Pedagogy collaborates with
colleagues and institutions, (theatre pedagogical) further
education arganisations, colleges, universities and schools,
state-run theatres and independent theatre companies
and groups — in terms of both theory and practise. In
addition to the practise aspect, special emphasis is given
1o the theoretical and methodological development of
theatre pedagogy. The Lefrstiick-Archiv-Hannover (LAH)
belongs to the larer. LAH, which was founded at the
University of Hanover in 1983, chiefly sets out to col-
lect the so-called grey literature or, in other words, the
intellectualftheoretical literature available on the didac-
tic play (e.g. diploma, examination work and disserta-
tions, reports on experiences, documentation and min-
utes of workshops etc.). Then LAH makes this marerial
available to all those who are interested in it. The Theatre
Pedagogy News Journal “Korrespondenzen” was founded
in 1985. It appears biannually, with cach issuc conraining
a minimum of 64 pages. It is the sole theatre pedagogy
academic journal in German speaking areas/countries,

 In the meantime, BuT has become co-publisher: having
'mﬂymmmmwmwm

The Society for Theatre Pedagogy

- Fﬂ'ﬂ.’i’lsﬂ Theatre;

* Theaire Pedagogy
for School, College
and University
l'.:l'n‘m:

* Didactic Play:

o Theatricality:

ni.\'rﬁf h{“ik |'H.I|1t;r.1.|:'lnrn, wh;fil Ell'l'f l.'ill'll']' 1“:‘.'“
produced by the Society for Theatre Pedagogy or their
members, have contributed to the increasing, intensified
theoretical discussion on Theare Pedagogy — which has
in wim resulied in the “professionalisation” of the career
af thearre pedagogues/educationalists in the Federal
Republic of Germany; by broadening the scope and

improving the quality of training, so that the social = Producing Shake-
acceptance and relevance of working as a Theatre Peda-  speare;
gogue, have risen considerably. s Theatre and the
ather Aris;
* Dramatic Acting
at School:
Some important publications are: * Auchensicitg
» Augusa Boal.

Widerwore und W?drnpf.ri Theater zuwischen Eigensinn sirted Anpassung. Sitwatio-
nen, Proben, Exfalrungen, ed. Bernd Ruping, Florican Vitfien sund Cerd Koch,
I_J:Jl‘gf" um‘f .H:I'nﬂﬂnﬂ‘ .“gﬂ’.

Cebrauche du Theater. Die Vorsehlige von Augsto Boal: Erfalrungen, Varianten,
Krisik, ed. Bernd Ruping, Lingen und Remscheid 1991,

Lache wnel Clownstheater. Die Vielfalt des Komischen in Musik, Literatus, Film und
Sehauspiel, ed. Gerd Koch suned Florian Viafen, Frankfurt am Main 1991

Reiner Steimweg: Lebrsriick und episches Thearer. Breches Theorie und die thearer-
pidagogisehe Pravis, Franlfire am Main 1995,

Wachselspiel: Kirper TheaterErfahrung, ed. Florian Vigfien, Gerd Koch und Gabriela
Nassrnarn, anfﬁr.r amrt Main 1998

Massnelmen. Bertolt Breche! Hanns Eislers Lebrstiick “Die Massnabmie”. Kontro-
verse — Perspekiive — Praxis, ed. Inge Gellers, Gend Koch und Florian Vafien,
Berlin 1999,

Theater. Trorz und Therapie. “Im inthetischen Prozefl gibs o keine Bebinderung aufler
dew, der wir wns siellen”. Ein Lies- und Werkdruch fiir Theater, ed. Bernd Ruping,
Lingen 1999,

e M’rpﬂ !rhr nichts, ed. Gerd Koch, Gabriela Naumarn und Florian Vafien,
Berlin 1999,

The socicty membership fee is 40 DM per year and this
in:llldﬂﬁ a F["E CIH'PJ' Hft]'ll.' {hi-']nrl u:.“ news il.'"l I'lﬂla.
Information on the Sociery for Theatre Pedagogy, LAH
and the news journal can be obtained from the address
given below, We look forward to; hearing from and
working together with new contacts: receiving informa-
tion and contributions to the news journal, and finally
to welcoming new members to the society!

The author’s adress:
Prof, Dr. Gerd Koch, Chairperson of the Sociely for Theatre Pedagogy,
Sieglinde Str. 5, 12159 Berlin, Germany.




Bundesband Theaterpddagogik e.V. -
The German Association of Theaire - Education

Korrespondenzen / Januar 2000 56

Bundesband Theaterpddagogik e.V. -

The German Association of Theatre - Education

Theatre Education means “Culture
Education”

Chne of the most important aims of the Bundesband
Thearerpidagogik, which was founded in March 1990,
is to further theatre-educational work, so that ir can be
considered in the same terms as “culure education’, Le.
cduation in arts and in music. Therefore, the associa-
tion promates theatre-educational practices, which
foster communicative, creative and estherical
competences; endeavour to develop the cultural identicy
of its participants and make thearre, as an art form,
mare transparent. Another key activity pursued by the
Bundesverband is to ensure thar theatre-pedagogical
work is given greater recognition. By serting high stand-
ards, the Bundesverband strives 1o professionalise thea-
re-pedagogical work.

Theatre is a universal educational medium. Conse-
quently the Bundesverband promotes theatre-cduca-
tional work in diffcrent arcas of acrivity; in theatres,
schoals, socio-culural instirutions and leisure/recrea-
tional centres; working with both young people and
senior citizens alike, as well as in relevant institutions,
such as theatre educarion, teacher training and research
institutions,

The Association’s Concrete/Actual
Work

Congresses and Festivals: Annual congresses, referred 1o as Bundesragungen
Theaterpidagogik, arc organised and realiscd in co-operation with a differ-
ent nationwide insitution each year. These Bundestagungen are the central

forums for discussing important themes concerning theatre-educational
theory and practice. Furthermore, Bundestagungen provide an excellent
opportunity for the members of the association ro meet, exchange experi-
ences and information. The topics dealr with ar last vear’s congress were:
“Authenticity in Theatre and Theatre-education” and “Eurovisions - To-
wards a Network of Theatre-education in Europe”.

The annual festival “Youth Clubs in Theatres™ , which includes perform-
ances, workshops and training sessions brings a groups of approx, 200
young theatre club players and their teachers/trainers together.

+ Thearre-educational Training: In 1999, the Bundesverband published/
pmdmudmmsofr:&mmfauhcmimngoﬁhmwwhngudmu
educationalists. These terms were prepared by the “Committee for Educa-
tion, Teaching and Research®, in order to establish rules reganding the aims
‘and ﬁmu!yluhja:u to be covered in the mlnin;uf‘dlﬂ;m-eduﬂﬂnmlhu.

cﬁhm is organised by the “Youth Thea-

gogues in Theatres’ Committee” was established in
1994 and it strives to provide a base for exchanging
experiences, information and training within this area.
Plans have be made to establich additional commirttees
in the near future.

Publications: The Bundesverband, together with the
Gesellschaft fir T]l.m'll:'r|liil.|.4gl.11.:il\'". |m|:1|i't||m- a bian-
nual journal Korrespondenzen® | containing articles on
theatre-educational theory and practice which focuson
discuseing its role and practice. In January 2000, the
Bundesverband Thearerpdagogik (in co-operation with
the Bundesgemeinschaft Spiel wnd Thearer) issued a paper
on all the instirutions thar are involved in and commir-
tcd to theatre-cducanionl training in Germany.

Projects: Theatre-educational projects permit experi-
I'rH!nla]. Jpprmchu :l.nd. exXem P]ﬂr}' \\'Df}(i I'IE methl’.’ds‘
which include a combinarion of theory and pracrice,
Hence, the Bundesverband happily engages in projects
such as theatre groups: “Echo-Exchange” an inter-col-
t'l.l!i] P:I‘l:l|t:l.l '“l'].[h C}'}Iluh and a 'hf-“.ﬂ.' [uu]ﬁ.l wFIiCI‘

supparts nonviolent forms of family education.

The Bundesverband Theaterpidagogik conveys and
transfers its profile into federations such as Oeurseler
Kultsrras, Bundesvereinipung Kulturelle Jugendbildung,
ﬂwrd"{mr.ﬁriﬁxrmfimﬂ’hgﬁ bllpr'rf wund Theater, Partiniche
EfHunx:mi' anad Navanal Coalition ﬁir die Urmrmg
der UN-Kinderrechrskanvention in (Jl-rmdu’y.fﬂmmﬁbnd

Becoming a member of the
Bundesverband Theaterpadagogik

Individual persons, as well as institutions, may become
a member of the Bundesverband Thearerpielagogik In
January 2000, members of the Bunderverband Theater-
pidagagikare drawn from abour 40 differene instin-
tions, incfuding universities, academies, theatre-educa-
tional centres, theatre groups, theatre houses and other
theatre arganisations. In addition to this, there are abou
295 individual members, including freelance workers or
employed theatre-pedagogues who are engaged in differ-
ent ficlds of theatre-educational activities: professional
and amateur theatre, theatre-educational centres, educa-
tional institurions, in socio-cultural areas, youth welfar,
leisure time service or and in theatre work with eldedy

people.

Bundesverbond Theaterpadagogik eV
Genfer Sir. 23, 50672 Kéin (Colognel
Tel: 049 22195 21093
Fax: 049 22195 EIUQE‘..- f
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Bundesarbeitsgemeinschaft (BAG) Spiel & Theater/
Federal Drama & Theatre Association

BHG i& a |]U“‘E”U‘nl ul'll'[l ff"ﬂ l"gﬂ.“ ifﬂ.l il M ﬁ]r df'-ll'[li.
and theatre in children’s and young peoples cultural
education. Most relevant nationwide associations for
drama and theatre education in Germany are represenced
by it on national and internauonal level, Thus it is no
surprise that the .Gesellschaft fiir Theaterpidagogik™
Hl'll.l 'hf ..nutllinl'rrlla rld Tt‘fll{':l I.IF-II'J.'I E‘.’F" kH are wo t1r
its members,

Bur BAG is much older than those organizations of the
Ylics. BAG 1s rooted in the youth movement at the
ngi.llning ﬂrll!c zﬂl!l L'fl'l.lll[_'{. i bl'H:iﬂ.I mewement,
which was aiming at a general life reform, especially a
self-determined life according to youth. By youth edu-
cation as holistic educarion the whole socicty was sup-
posed ro be reformed. Amarcur play beneath folk music
and folk dance was pare of this process by <haping a
community in youth camps and schools field centers in
the country,

Among the founders of the BAG at the 315t of Mai
1953 were those who had led the amatcur play out of
the youth movement into the 20ies and st the trend in
Germany after the second world war, Since that time
BAG has been gathering the powers of the amateur
theatre, especially of the youth and children’s theatre in
swhool, church and non-formal education. With joint
forees they have been discussing various drama or thea-
tre phenomenons and have been working in the field of
qualifying drama teachers.

As for the laner BAG has developed training programmes
in drama- and theatre-in-education in cooperation with
other institutions such as universities, After elaborating a
curriculum, after establishing postgraduate studies for
waching professions BAG is now propagating a concepe
for basic university studics in theatre-in-cducarion. Artistic
{lﬂ:ﬂlld’ nr tl]c m-ﬂ!]fd amateur Ihl:l.lnr hﬂ.\t I“ll EI'IM—
ing just the same way. Social and esthetic dimensions of
drama- and theatre-in-education are struggling for pre-
dominance. The different members of BAG hold various
opinions on this, — that's the resule of a conference in 98
(Korrespondenzen, vol 32, pg. 3 - 33) and the beginning
of a discussion, which has been going on since then.

Festivals are places for artistic competition, exchange
and social meeting. There’s a manifold festival scene for
children’s and youth thearre, bur there is livtle exchange
and rhere isn't anybody who knows all events. Thus
BAG has been been trying to build up a festival network
and has contributed to a festival calendar since a confer-
ence on the subject m 99,

New media affect drama- and theatre-in-education in its
esthetic and social dimensions. New challenges and the
specific role of drama- and theatre-in-education within
a multimedia society will be the main topics in 2000.

Besides representing interests, besides organizing and
realizing children’s workshops, multiplier training meas-
ures, national theatre encounters, drama and thearre
consultancies in Germany- international drama and
theatre work has been an impartant facer in all ficlds.
For instance BAG is engaged in longer-term cooperations
with Turkish, Russian and Israelean partners, has been
organizing international yourh theatre encounters,
multinational festivals, international workshops for
adulrs and children as well as specialists” conferences (for
instance “Breche & Stanislawski 8 the Consequences™).
Thus the BAG office also works as a service center for
international exchange programmes in drama- and thea-
tre-in-education.

[rs marional and worldwide commitment ends up in
various memberships: in the German Federal Association
for Cultural Youth Education, the Council of the German
Youth Theatre Encounter in Berlin, the National Cultural
Council, the National Centre of AITA/LATA (Association
Ineernationale du Théirre Amarcur/International Ama-
teur Thearre Association), EDERED (European Drama
Encounters/ Recontres Européennes de Dirama) etc..

Publications (selected):

» _Brecht & Stanislawski — und die Folgen®
= §th European Childrens Encounter EDERED 1996 (German & English

Version)

*  Aus,- Fort- und Weiterbildung fiir Spiel- und Theaterpidagogik (in
cooperation with the Bundesverband Thearerplidagogik)

+  Spicltheorie { in coaperation with the Hochschule der Kﬁmﬂeﬂiﬁ}
Theatertheoric (in cooperation with the Hochschule der Kinste Berin)

*  Arbeitskreis der Landesarbeitsgemeinschafien Spiel & Theater/ Study
Group of Drama & Theatre Associations in the Laender

*  Akademie Remscheid Fir musische Bildung und Medienerzichung/
Academy Remscheid for Education in Music, Arts and Media

*  Arbeirsgemeinschaft Spiel in der Evangelischen wmm
tion in the Evangelical Youth F

= Arbeitskreis Kirche & Theater in der EKD/ Church &- }
Group in the Ennaallniﬂhurda,hﬁmw : Y




= Festival .Theatertage am See”

= Fesuval .Thearerwoche Karbach"

= Teetival Géppinger Theatertage®

*  Jugendhof Scheersherp/ Youth Yard Scheershery

+  Katholische Arbeitsgemeinschalt Spicl & Theater / Catholic Drama &
Theatre Association

s Gesellschaft fiir Theaterpidagogik / Society for Theatre Pedagogy

= Institue fiir Spiel & Theater an der Hochschule der Kinste / Institure
for Drama- and Theatre-in-Education ar the Hochschule der Kiinste
Berlin

New Books/Rezensionen

Schewe, Manfred, and Peter Shaw, eds, Towards Drama
as a Merhod in the Foreign Language Classroom. Frank-
furt am Main: Peter Lang Verlag, 1993, Paper, 356 pp.

Fram the book cover:
"Drama bﬁmpmdn new reference point for the tedching
and b.dm:'ng of mon-native languages. Authors from a
wariery of culewral linguissic and profesional backgrosnds
present a wide nange of dmm.‘fuppmba eo language
teaching, offering the latrer a sevies of fresh and challenging
smpulics. The volume as a whole represents a fint sicp
townirds the establishment of a method of foreign linguage
teaching basee on drama, as a holistic method in its own
right; and in so deing aims alio to inisiace a new field for
researeh: namely dvama in foreign-language teaching.”
Gerd Briuer

Um es vorwegzunchmen: Dhas vorliegende Buch s
nicht nur eine deutliche Empfehlung were fiir Lehrende,
die mit ithren Schiilerlnnen oder Stedentlnnen Theater
spielen wollen, sondern fiir all jene, die das Ziel verfol-
| gen, die Ancignung einer Fremdsprache 2u cinem per-
sonlich bedesrsamen Edebnis werden 2u lassen, Den
| Herausgebern Manfred Schewe (Oldenburg) und Perer
Shaw (London) ist cine Sammlung von Beitrigen gelun-
gen, die den Fremdsprachencrwerb als ganzheitliche
. Angelegenheit vorsiellen. Wihrend Drama als Leen-
| medium durch Initiatoren wie Ingo Scheller (Olden-
burg) in der Schuldidakeik oder Gerd Koch (Berlin)
und Florian Faflen (Hannover) in der Hochschuldidak-
| tik lingse Einzug gehalten har, sind Wortmeldungen
zum o.g. Thema aus dem Lager der DaF-Didakrik im-
mer noch selten und die Vorbilder aus dem anglo-ame-
| rikanischen Raum (Maley, Duff, Holden u.a.) weiterhin
.wmugehend.‘ﬂﬁenn im Vorwort von Schewe und Shaw

._pmﬁn:tw:dmhnn Dumhduoﬁnk;:ndcr
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President; Klaus Hoffmann

General Secretary: Caran Backers

Address;

BAG. Falkenstrasse 20, D- 30449 Hannover, Tel: -
511/4581799, Fax: -511/4563105,

Email: BAG Spiel.und Theater@gmex.de, Inlernet:
www BAG-online.de

Sent through Global Message Exchange - hifpi/
Wy g nel

Bolton (England), Patrick Verriour (Kanada} und Bamne
Hawkins (England) arbeiten die bereits erwihnren anglo
amerikanischen Urspriinge der Disziplin detaillierr auf
und ﬂl’dncﬂ El.f C.“T:m grbﬁcn.'l'l. Jr:lll\syc]‘lnlugisch Dlim'
tierten Konrext zu, der sich von James MofTetr, iiber
Lew Wygotski bis zu Jerome Bruner zieht und die Rolle
des Kérperich-Gestischen im Spracherwerb niher be-
schicibr. Unterrichr wird aulerdem als soziales Phino-
men betrachrer, in dem Lerner als Individuen und als
Gruppenteilnehmerlnnen interagieren — das ist cine
K.Dilﬂf“ﬂlil.l“. dif von "Ulllilcfl.'il'l Wm-:‘nl].il.'}l: Mi:
dramatischer Arbeit in sich hirg.

Drie weitere Aufieilung des Buches folge der begrifflichen
Definition der Herausgeber vom Dirama als Sprachlehr
und lernmethode: Teil 11 widmet sich dem Drama in
der Ausbildung ( Drama-in-Educasion), das den Unier-
richt als Lehr- und Lernmedium prozefariensiers beglei-
tet, Teil 111 hingegen wender sich dem Theater im Un-
terricht zu ( Theatre-in-Fducation), das dic Auffiihrung
eines dramarischen Textes zum cir,l.'n[i ichen Grgtl'l.'lﬂlﬂ
macht und dementsprechend produktorientiere vesliuft.

Perer Groenewold (Niederlande) verdeutlichs cingangs
des zweiren Buchteils mir seinem Simulationsmodell
eine wesemtliche funkuionale Grundlage fiir Drama in
fremdsprachlicher Ausbildung: Das Erdernen ciner an-
deren Sprlrju verlduft v.a. als kulturelles Lernen, bei
dem Eigenes und Fremdes in Dialog geraten. Dramati:
sche Strukturen schaffen hictfiir cine ideale Biihne®,
Caroly Glock (Australicn) belegr dassclbe Phiinomen
mit dem Begriff des Erfahrungslernens (experiential
dramea), bei dem fremde Sprache und Kuleur in simu-
lierten real fife-Situationen — in einem Schurzraum, wo
Fehler als dramarisches Element jederzeit willkommen
sind — erprobt werden. Toyoko Shimizu (Japan) ediu-
tert theoretische und prakrische Grundlagen dramari-
schen l.rnprw;slﬂl.'m das neben Imivicren (Simulieren)
und Adapricren eine der drei Haupttechniken der Me-
thode des Dama im Unterricht darstellt. Daniel ﬁH—
hendler (Deutschland) beschreibr die speziellen Grup-
penprozesse, mit denen bei dieser Art von Unterriche
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padagogischen Potenzen dramatischer Tatighkeit fiir den
SprachlernprozeB. Peter Edenwein (Deutschland) gehe
der bereits erwiihneen Partnerschaft von Kérperaus-
druck und Sprache nach (Piager) und spiirr ihre Bedeue-
samkeit fiir ganzheitliches Lernen auf. Im Mittelpunk:
steht das Schirfen der Sinne fiir die kulturellen Unter-
schiede zwischen Sprachen und ihre produkrive Uber-
windung in Form von ganzheitlichem Verstehen. Sabine
Wolf (Deuschland) setzr diese Konstellation noch
einmal praktisch um, indem sie Pantomime und das
Statuen-Theater (Boal) fiir den Fremdsprachenuneerriche
didakuisch aufarbeiter. J6rg Steirz-Kallenbach (Deursch-
land) betrachict Dimma im Unternicht aus der Perspekoive
der Lernenden. Anhand seiner Erfahrungen als Teilneh-
mer eines Seminars zum Fremdsprachenunterricht durch
Dirama beschreibt er Moglichkeiten und Grenzen bei der
individuellen Begegnung mit aliernaniven Unierrichis-

formen innerhalb traditioneller Bildungseinrichrungen.

Teil 111 des Buches widmet sich, wie bereits angedeuter,
der Inszenierung von fremdsprachigen Theaterstilcken.
Eoin Bourke (Irland) konzipiert dieses Anliegen als
extra-curriculare Aktivitir, deren pidagogisches Umfeld
er genaver vorstelle, Neben einem hermeneutischen
Verstehen kiinstlerischer Texte durch ihr In-5zene-
Serzen geht es dem Autor vor allem um das Ysthetische
Erfahren der fremden Kulour baw. Literarur, Indem
Bourke Inszenierungsarbeit anhand von Theaterstiicken
kankret vorstellr, entstehr eine reizvolle Liste miglicher
Tﬁt:. di: won Hlﬂﬁ C]‘lr;:t Ilil:rl Alldtlﬂll }.‘;5 Kﬂ[! V*Irrl'
tin reicht. Lynne Brackley und Robert Packham I:Eng—
land) widmen sich der anderen Seite, der Rezeption von
fremdsprachigen Theaterstiicken und geben prakiische
Hinweise fiir diec Vor- und Nachbereitung solcher Ereig-
nisse im Fremdsprachenunterricht. Emelie FirzGibbon
{Irland) schligr schlicBlich den Bogen zuriick zum
zweiten Buchteil, indem sie die beiden verschiedenen
Elemente der Arbeitsmethode Drama im Fremdspras
chenunterricht, Theatre-in-Educarion und Drama-in-
Edvicarion, auf Maglichkeiten produktiven Zusammen-
spicls untersucht und somit cine Synthese prozef- smd
produktorientierten Lehrens und Lernens versucht.

Der Abschluff ist dem theorerischen Konzepr des viclser-
rig vorgesteliten Gegenstandes dicses Buches gewidmer,
Mit Manfred Schewes Beitrag und Udo O. H. Jungs
{Deutschland) Bibliographie gelingt die Definition von
Drama im Umgang mit Fremdsprachen als Methade,
ihre Ein- baw. Zuordnung in den weiteren Kontexe
bestechender Theorien des Fremdsprachenunrterrichts und
nichr zulerzr der Ausblick auf zukiinfige Forschungs-
schwerpunkee,

Manfred Schewe und Peter Shaw demonstrieren mit der
Gesamtkonzeption dieses Buches cinen praktisch orien-
tierten Lernbegriff, der in Joh n Deweys learning by
doing verwurzelt ist: Der Griff auf die Theorie (4. Buch-
teil) ist Reflexion und Ssmmamlﬁung des prakiisch
Erebren (Teile 2 und 3), wobei letzteres vor allem pro-
seforientiert ist. chrgrh:nsu.m Dirama als alfrigliche
Lehr- und Lernmethode, weniger um dic einmalige
Aus- baw. ‘q'bmllung-hmnpmlm Diese Konstellati-
gﬁlﬂﬁ: lebenslangen Mm

(Beprint with permission from Die Un.n-mh&u,umds.
Vol. 31, Number 1, Spring 1998, p. 88-89. My thanks
goes to the review editor, Richard J. Rundell.)

= o it &

Gerd Brduer

Wagner, Betty Jane, Educational Drama and Language
Ares. Whar Research Shows. Portsmouth, NH: Boynton-
Cook/Heinemann, 1998,

[ wish 1I'd had Betry Jane Wagner's book, Educarional
Dot aned Language Arts, a few years ago when [ was
on a legislative rask force reccommending courses for
women in prison. “We need skill based courses,” was
the ery from most opinion makers, "substantive” classes
in computers or “something that will help them get
jobs.” Drama, long thought of as an “extra,” a “frill” in
many educational communities, was eerrainly not on
the short list of considered courses. Even if my ten
years of producing plays with women in prison had
convinced a senator or (wo that such a program n:uglrt
be as valuable as Life Skills, most — who took themselves
to plays on weekend and encouraged their children 1o
ger involved in after school theater productions - had '
no idea of the many ways thar dramatic arts can be

embedded in the curriculum w effect one’s thinking

and language abilities. And ar the time, withour such a

book, | had no ready reference from which to daaw for

studies that show the power of drama’s influence on

learning. For thar is the grearest strengeh of Wagner's

text. Just as Writing Across the Curriculum courses

changed the face of many institutional approaches ro

writing, Wagner's book, because it is cumularive, com-

prehensive, and, at times, instructional, has porential 1o

be an advoeate for infusing drama into the curriculum.

Whagner, a professor at Roosevele University and prolific

author of articles and hooks on writing and the educa-

tional uses of drama, speaks for the need 1o produce

educated students who undertake hl‘hll‘lﬁ more than

“just the facts, ma'am."” 5he also reinforces the need for y
teachers who want their students to understand more

fully *history. human interactions, scientific discoveries, 1
the role of persons in various professions; the texture of

the lives of characters in literature — in short, the larger : .
school curriculum® (8). Her book is an antidote for thase
teachers told to reach for tests, for it shows that the most
obwious route to point is nov always the most effective.

Wagner's expressed goal in what she calls a “user-friendly
resource for doctoral students and others who are jump-
ing into the icy waters nfrﬁﬂﬂh on drama” [i] is

answer the question of “Does classroom drama actually
anhnng'l.’-}. Hctbootfnnmnn pro

e A

used as "an intentional teaching strateg

learning” {5] Thl:bnnkh_'



around the implications from studies involving drama
and writing; and a final portion in which she looks ar
research paradigms and the furure, Although drama “has
remained marginal in American language arts class-
rooms” (11), Wagner's research indicates that it should
not be so. Diama studies presented in Wagner's text
show it can improve reading, writing, and thinking skills.

Wagner spices up what sometimes becomes a fairly dry
presentation of rescarch results with detailed examples
of drama in the classroom and chaprers written by other
educators, scholars and pioneers in drama in education
studics, David Booth's excellent chapter, “Language
Power Through Working in Role,” gives us an intercst-
ing case study from a Canadian junior high classroom
where students engaged in a three-month study of the
Huolocaust. Booth warched students playing roles and
the results of their learning from such role-playing in an
cighth grade class at an alternative public school. Stu-
dents studied the “rsulting emigration of survivors to
North America... based on the equity and diversity
eompanents of a curriculum document, and focusing
on the Holocaust™ (57). Some played filmmakers or
familics of survivors, while others ook on the roles of
immigration officers. Through writing. talking and
performing, they pleaned insights thar might not have
been learned without the use of drama. For example,
taking on the role of immigration officers “demanded
that they [the students] accepted being members of
group that, in histary, had resented and resisted the
immigrants” (G0).

Likewisc, Anne Haas Dyson intrigucs us with her chap-
ter “The Children's Forum: Linking Writing, Drama, and
the Development of Community in the Urban Class-
room.” She ohserves how drama ean enhanee “learning
to write and learning 1o participare in a complex commu-
nity marked by sociological differences” (149). Children
performing their own texts in an urhan elementary school
dealt with tensions that in some ways paralleled the larger
their third grade reacher’s rutelage, talked through their
conflicts in creating, casting, performing, and writing
abour a play bascd on super heroes, Haas shows us -
again, in an cxpeniential study that gives classroom
details and conversation — how the children managed
the use of drama and issucs arising from it.

Wagner makes sure that her chapters invalving theoreri-
cal framework, definition of terms, charts and hard data
are interwoven with experiential studics, She realizes
that the research material is understandably dense.
‘Wﬁwudlurmnuibtw:duw upan the complex
Mdmﬂﬂuﬂunﬂ:ulﬂ Vygousky and Jerome
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the power of the expericniial, ones like those she later
tells us will define future research: “studies of cases,
classroom ecology and teacher cognition and decision
makin& ilut 10 name & rl'w“ [}46} Sl'll' atcms o iﬂ"-
clude it because it has some use for those who need
empirical research results in order to ger funding, but
frankly, it did not add much to her case.

This 15 not a book to show novices how o set up the use
uril.ml'l:l.i il'l. |I] L'ir tlh‘v‘:ﬁ. il]'ld [l.'.'il'ﬂ.ll.]l TS (0 I.'Ic SN
what lacking in that area. Wagner emphasizes this point
in a later chapter when she speaks to the need for enli-
vened rescarch studies and for explicit drama in the clas-
T mhni.flllf_‘.' "w" mﬂl (] ]1}‘1“ at “'h-'lt I;IHHI dml‘l‘u
teachers do and need to know, which methods of intro-
ducing drama...are effective” (241). But even without
being a how-to, Eduwcanional Draria and Language Aris is
successful in conveying its potential for the develop=
ment of language skills, particularly for K-12 students,

Sometimes | had to remind myself thar Wagner's inten-
tion is to show the data. T wanted the writing to be les
stark, more fanciful like theater itself. [ wanted to leam
meore about the studics, glean more of the rechniques
than she actually presenis on the page. [ also waneed
jump into the text and add my own comments about
information that might help the teacher less informed in
drama technique. | imagined the uninitiated asking for
more details about how David Booth got his students to
use “their bodies to create two still dramaric pictures or
tableaux” (59). Why, | wondered, was there no mention
of Augusto Boal, one of the founders of such image
theater, a pracuitioner known throughout Europe and
Canada ﬁ_-mmnﬁr Actors and Non-Acters, New York:
Routedge, 1992)7 He would have been a great helpin
understanding how to set up some scenarios. When 1
found reference at the end of Brian Edmiston and Jeffrey
Wilhem's chaprer, “Repositioning Views/Revicwing Posi-
tion: Farming Complex Understandings in Dialogue,”
pointing me to a “more detailed analysis of how teach-
ers... create dialogue among students and teachers in
drama® (117), | wished there had been even more fingers

pointing towards good drama in education pedagogy

These minor weaknesses aside, Wagner has a terrifie list
dmrﬂrﬂllm Elr |I1{M (lr'l.l.'- \'-I'HJ wani o lﬂd I!'II}I.'Ef :“d
she daes convince us that drama can teach a great deal.
Through her thorough presentation of the research, she
implies thar the average teacher who seeks to use drama
in the classroom can get results. One such average
teacher is delightfully presented in Philip Taylor’s chap-
ter on “Reflective Practitioner Rescarch,” Taylor devel-
ops a case study of Carl, a teacher who doubted the use
of drama and shied away from it as a “growing within
type thing” (214). A workshop with a drama practi-
tioner and a professional development project spurred
him to discover that he could use drama in his curricus
Eumbuulsopmidcd a way for him to assess his awn

teaching, This chaprer also shows how valuable itcan

be experienced specialists work with other teach-
wlatin &mnmadddnmm:hdrmrmdﬂ d
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oping our Arts in Mind program, where [ plan o pro-
maote classes urilizing theater techniques 1o enhance
other areas of learning, Educational Drama aned Lan-
freage Areris not a book 1d rake to read on my Spring
Break, but it's definitely a hook to be armed with in the

slings and arrows world of educational assessment.

(Reprint with permission from The forrnal of the Auembly
ﬁr Expanded Perpectives on Learning, Vol. 5, Winter
1999-2000, p. 78-80. My thanks goes to the editors,
Kristie 8. Fleckenstein and Linda T. Calendrille, and o

the author of this review, Jean R. Trounstine.)

Jean R, Trounstin

Theaterpidagog/inn/en beniitigen auch Biicher fiir
ihre Arbeit / Even Theatre Teachers need Books

Varstellung einiger Newerscheinungen / Same new pulbls-
cations

Uncrmiidlich ist Hans-Wolfgang Nickel, langjihnger
Leiter des Instituts fiir Spicl- und Theaterpidagogik an
der Hochschule der Kiinste Berlin und ebendort Hoch-
schullehrer in Sachen Spiel- und Theaterpidagogik akeiv
- auch pach Errcichen der Aliersgrenze (siche KORRE-
SPONDENZEN, Hefr 32). Nun licgt cin weiteres
Ergebnis seines produktiven Tuns vor: ein broschierter
Band Symroston THEATERTHEORIE (als LAG-Marerialien
39/30. Berlin 1999, 215 5.). Der 2. Untertitel des le-
senswerten Reitrags von Hans Martin Rirter (5. 109(E)
gibt gewissermallen (oder besser: wie mich als interes-
sicrten Leser) an, um was ¢s in diesem Band gehe/gehen
kann: .Die Schauspiclthearie und die Theaterpiidago-
gik™ (5. 109fF). Eine niirzliche, in sich auch kontrover-
se, kleine Argumentationshilfe liege vor.

Wie eine Fortsemung und Uberfiihrung mancher Ge-
danken in thearerwissenschaftliche und memtheoreri-
sche Diskurse liest sich der Band TrANSFORMATIONEN,
THEATER DER NEUNZIGER JAHRE — herausgegeben von
Erika Fischer-Lichte, Doris Kolesch und Christel Weiler
als Recherchen-Band 2 der Zeitschrift  Theater der
Zei® (ISBN 3.9805945-8-0). Hier liege auf 193 Seiten
eine Bilane des nicht nur deutschsprachigen Theaters
vor: Sie reicht vom Ende (2) des Geschichien-Erzihlens
bis hin zum “pecformarive turn” innerhalb der Theater-
arbeit und ihrer Theorie bew. weist iiber das enge Hand-
lungsfeld der Institution Theater hinaus in andere kom-
munikative Felder der Gesellschaft.

«Dic neue Macht der Damstellungskunst® — das ist der
Untertitel ciner illustrativen Untersuchung von Thomas
Meyer: Poumix aus Taeater (ISBN 3-351-02477-0);

mit einer hier schr angemessenen fotografischen Studie
von Martina Kampmann:  Augenblicke der Inszenic-
rung”. Dieser Band macht deutlich, daf das Hand-

te Theaterbegriff": cine doch nicht so schlechre Hilfe,
um unser Arbeirsgebiet 2u umschreiben?!

Sogar eine sorgfiltige lireraturwissenschafliche Unrersu-
chung, dic .Lekeiiren zum Verhiilinis von Dokumene
und Kommentar™ (Untertitel) zu Brecyrs Farzen'-
Fracuent vornimme, wie die Arbeit von Judith Wilke
(ISBN 3-89528-203-0), ist noch cin Beleg fiir die Dia-
lekiik und Reflexivitit neueren theatralen und/oder
theater-pidagogischen bzw. theater-kommunikativen
Tuns. Die von Brecht iiberlicferten Fragmente (bew:
Jdas' Farzer-Fragment) ist mit Teilen der Eigenlektiire
des Autors Breche ausgestacter, montiere diese Selbstre-
flexivitir des Autors in seinen eigenen Texe als neuen
cigenen Text. In KORRESPONDENZEN, Heft 31,
berichteten Gerd Koch und Maranne Streisand unter
dem Tirel FraGMENTE UND FraGEN lber den Versuch
des Berliner Ensembles, alle Brechrschen Fragmenre zur
Aussltlhmg au bringen. Wir hoben damals die l“l.‘h:
tion des “Farzer™-Fragmenis als besonders gelungen
hervor. Dias wur auch die Aurorin Judith Wﬂhuwl M
nennt sie darum  bemerkenswerr, weil sie duﬂnw
2ung des Theaters auf andere Kunstformen, wfl'lqlpg-
ning, Meue Musik und Performance mic ciner Text-
lekriire vtrknllpﬁ hat, die auch das Publikum in das
Geschehen mit embrmg, und sich ul[ﬁ.'mﬁm
Damir erinnerte sie an die dem Fragment

i TR

ne Utopie von ,Theater’ als cinem Dnholl:ﬁ&m&- p

fahrungen™ (5. 253).
%m idl cinmal annehme. ein 'Lﬁer eine. {miuift -

genannten Werke gar gelesen, dann kénnte ich — je
nach Arbeitsinteresse — vier %m—lﬁn-Emp&Hm

geben — Buchhinweise, die aus dem oben Etﬂllmﬁi -

einige Linien ‘mltnrﬁi!'l:‘m Also [li. Wﬁw mit

sitit B:rlln Philosophische Faku gt 11, Institue R
Neuere Deutsche Literatur, Sdlﬁmtn 2L ﬁ*lw

Schwerpunke Reflexionen.
Theater der Unterdriickeen in




Korrespondenzen / Januar 2000 62

| verfahren/-modell soll bﬂ:ir_gﬁuur werden — im Fall SPONDENZEN, H. 32, vor. Fiir die, die das Glick
1) des neuen Buches von Boal cher mit psycho- und sozio-  hanen, die intensiven Tage in Potsdam minzuerleben
dramatischem Hintergrund. Zusammen mit seinem und zu gestalten: cine Erinnerung, die vieles wicder
] | ersten Buch .Thearer der Unterdriickeen™ von 1979 plastisch werden l4fr und auch einiges neu sorrieren
il licge nun so cowas wic der ganze Boal' vor — lcider fehle  wird. Der Prozef wird so — verindert — weitergegeben.

uns in deurscher Spnr.'hc noch ein wic‘hti:ts Jink’ seines Fiir die Leser, die nicht dabei waren, wird ein Uberblick
Turls. als - ngms:mnllm - theatraler ﬂmhudjm:mn,, iiber die Breite des Performativen -:::I:h[r:hl::lr der das
nimlich als Bilrgervertreter innerhalb des sog, Jegislati-  engere Feld des Theatralen verlilt und andere Komm-
ven Thearers” (London 1998). (3): Im Doppelheft 7/8 unikarions- und Darbierungsweisen beerbr. Man lese

I der KORRESPONDENZEN von 1990/91 schrich sich auch hier ein — und serze anders (wie denn sonst?)
I Ingeborg Meyer einen der ganz frithen Aufsirze zum fore ... Parallel-Lekriiren zu diesem Performance-Band
I neuen blogr;lphm:hen Spid:mﬂ von ana[h:n Fovx: kinnten die Unt(‘rmchung, der Versuch von Burslurt
| : “Playbacktheater: Das Theater aus dem Bauch und Schmide B v Ap-Wesen, Zu eimer KUnsTTHEORIE DES
| ohine Drchbuch!™ (5. 31ff). Das ist nun lange her - NAHEZU-NEGATIVEN IM SCHWIERIGEN SCHEIN DEs BiLDER=
mintlerweile har sich auch hierzulande viel Experimen- VERBOTS' sein (ISBN 3-901190-51-1) und die Arbeit von
telles auf dem Sckior des Playbackthearer-Ansatcs Hermann Pliitze Form, Ursraung uNp GEGENWART DER
' getan. Dariiber informicre sensibel und kleine Schrite Kunest (ISBN 3-518-29017-7), dem wir im Heft 27 der

| des spielerischen Erkennens und Wieder-Erlebens wilr- KORRESPONDENZEN (mit dem Themenschwer-
[ digend der Band von Jonathan Fox und Heinrich Dauber  punke JFremdes Theater™) den Aufsarz mit dem Ticel
| (Hrsg.): PLAYBACKTHEATER - Wo GESCHICHTEN SICH Wenn Fremde gehen, kommit Gewalt™ verdanken. Ohé-
' I BEGEGNEN (ISBN 3-7815-0983-4). Der Band ist aus gens: Beide Autoren haben einen starken Bezug aur Bilden-
| cinem internationalen Symposium in Kassel hervorge- den Kunst — und den hat dic Performance ja nun auch,
gangen, cr licfert Personen- und Sachwort-Register, so
daf. eine Art Nachschlagewerk entstanden ist. Mir wich-  Aufden (nichr vorhandenen) Tisch der Redakiion der
tig ist vor allem der Forschungsansarz, der in der subjeks-  KORRESPONDENZEN kommen — erfreulicherweise
nahen und gepenstandshezogenen Methodik eine Erwei-  — immer mehr Biicher zur Rezension. Leider kinnen
terung bedeutet — cinerseits weil gezeigt werden kann, nur -':inigc umfangreich vorgestellt werden. Manche
dafl Theater (auch) ¢ine Farschungsmethode ist/sein werden in einer Sammelrezension wieder dieser gewilr-

Groflen der Farschungspsychologie beseite geschoben; Gelnhausen). Nebenbei: Dier Herausgeber ist auch ein
siche dazu z.B. das Schaubild Playback als Forschungs- kreativer Fachmensch fiir eine Performance des Essens

|
kann und andererseits wird sichtbar, dal Forschungen digr (und vielleicht noch cinmal umfangreicherer rezen-
sich threm Gegenstand anschmicgen (Adomo) sollien: siert). Direkt an die hier angezeigren Publikationen
ihre Ergebnisse sind dann nicht ‘elean’, sondern sie schliefie dbrigens eine Veriffentlichung, die Christoph
| ] 1 tragen Bedeutungsclemente des Subjekeiven, Emotiona-  Riemer, der unermildliche Maskenmacher/-kiinstler
|| len, Biographischen, Perspekrivischen usw. an und in herausgegeben har, an: Maskes, IMAGINARE FoLKLORE
lll | . sich, Diese Momente werden also nichr als periphere (Bezug tiber Burckhardthaus, Herzbachweg 2, 63571
i | | ; _ :
1 | | insrrument” (3. 203). ,Geistesgeschichulich ... ent- (siche oben den Sammelband von Hanne Seicz).
l | | stammit das Playback Theater (dem) curopiisch-nord-
| I I 1] amenikanischen Kontext (wic das Psychodrama, dic In Heft 32 der KORRESPONDENZEN stellien wir
| | | Gestalttherapie und die Themenzentrierte Interakeion) umfangreich die konstruktiven Vorschlige von Ulrike
| N I i oo ausdem ... bis zum Einsetzen des Maziterrors ungih- Hanke fiir ein theater- und spiclpidagogisches Cusricu-
| i | | lige soziale, kulturelle, politische und wissenschaftliche lum in der Sozialpidagogik vor. Hieran schiieBe sich -
il Impulse und Bewegungen entstanden, die sich vielfiltig recht eigensinnig und anders — ein Theorie-Praxis-Buch
\ b I | mischten. Thre Vertreter — Jacob Levy MORENO, Fritz an, das Georg-Achim Mies und Peter-Jiirgen Sommer
y | L | PERLS, Martin BUBER. Kurr LEWIN, Erich FROMM,  erstellr haben: User pas Tuearen-Mackes, Rerueao-
' I - . Ruth COHN ... - schiitzen sich gegenseitig hoch und NEN OBER DAS WILO ASTHETISCHE & wiL0 PADAGOGISCHE.

lernten voneinander. Sie wurden als Juden, Sozialisten BEITRAGE ZU EINER BEDEUTUNGSOFFENEN SOZIALEN AR-
und radikale Humanisten in die Emigration vertrichen.  perr (ISBN 3-933493-00-5). Was gefille mir auf den
lhm]dn:n‘und pnhil:h wilmcll-kﬂnﬂiuﬁdl-pl&lp- ersten Blick an dicsem Buch? Dafl es Anschauung und
toum ... Reflexion verbindet, dafl es das wilde Vagabundieren
und den offenen Horizont praktiziert! Ein Buch fiir
Menschen, dic selber prakrisch irig sind und die schon
immer mal, das, was sie machen, zu Papier bringen
wollten. Von dieser Stelle ein Grufl an die unbekannten
Kollegen und cin Dank fiir das Gespriichsangebor, das
diese Publikation auch darstellr,

Ein bifichen Eigenwerbung: Lernen v NEuEN KoNTEG
TiN, das ist der Untertitel cines neuen Buches, das Gerd
lﬁndl.&hndl Maumann und Florian VaBen um;cr
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dem Hefischwerpunke der KORRESPONDENZEN,
Hefk 17/18 (,Ohne Kérper gehe nichrs ...") begannen,
Nun kreisen viele komperente Autorinnen und Autoren
um die Brennpunkre Kérper/Kultur® und Kérper/
Spirr' (eine .I‘.lls-w'-lhlhih“n@mphir beschlicft den Band).

Thearerpidagogik: Das Wore ist ein Kompositum:
Theater & Piidagogik. Ist Theaterpiidagogik cin integra-
|im, ngﬂri":hlﬁ T"Ill'l? J‘I nlal'li.'l'lnlll .'-L'I'I.I}ll. AL“.'}I
EIfII" !Tlll'l.”-r]u nlllll_'lll":l] Yor ?I_‘Ilf;r{p"ﬂ.ﬂfli MJ] ;‘ifll:
der Pol Padagogik, mal der Pol Theater ... Und wir als
Theaterpidagog/inn/en mittendrin, Da hilfe vielleiche
Supervision = oder = wic man frither salopp sage - ¢in
gures Buch. Es darf auch eine Zeirschrift sein, 2.B. ThEs-
TeR DER ZEIT (Fax: 030/24722415), die ich hier nicht
nur erwihne, weil sie Eul ist, sondern weil seit 2000 dies
Gute nun auch monatlich zu lesen ist (statr bisher zwei-
monatlich). Das zum theatralen Pol. Nun zum pidago-
gischen, besser: crzichungswissenschaftichen, Neu auf
dem Marke st die ZEITSCHRIFT FOR ERZIEHUNGSWISSEN-
scHAFT (Fax: 02171/49071 1), die Debarten anstéfe und
elaboriert, die uns als Thearerpidagog/inn/en angehen,
wollen wir den zweiten Teil unserer Profession nicht
vernachlissipen. So lieferte 2.B. Heft 3/1999 wichtiges
Material zu Lebenslauf, Biographie und Bildung und
diskutierte Individualpidagogik/kommunitaristische
Erzichung — da kéinnen wir den Boalschen oder Brecht-
schen Ansatz heranfithren und das Playbacktheater oder
wieder anders das Theater der Polink, Hier wird mir
deutlich, daf wir Thearerpidagog/inn/en uns in solche
Diskurse aus unserem job' heraus einmischen sollten —
um das Fach zu stabilisicren und um Schnittmengen mic
anderen Disziplinen und Handlungsfeldern zu bilden.
Ulrike Hentschels Buch THEATERSFIELEN ALS ASTHETISCHE
Biouwg, (per EINEN BEITRAG PRODUKTIVEN KONSTLERIs
SCHEN GESTALTENS ZUR SELRSTRILDUNG, Deurscher Studi-
en Verlag. Weinheim 2000: Das Buch (vgl. Rezension in
KORRESPONDEMNZEMN, H. 29/1997) war scit Mitte
1999 vergriffen und erscheint im Februar 2000 in einer
2. Auflage. Zu bezichen iiber Bundesarbeitsgemein-
schaft Spiel und Theater e.V.. Falkenstr. 20, D-30449
Hannover.

{Alle Buchhinweise sind — soweit vorhanden — mit
ISBN verichen - das spart einige Druckzeilen.)

Anschrift des Verfassers:
Gerd Koch

Sieglindestr. 5,

D - 12259 Berlin

Hans Martin Ritter: Sprechen auf der Bithne. Ein Lehr-
und Arbeitsbuch. Mir Foros von Katharina Megnet
und Thomas Gevers. Berlin 1999

we sicher kein orthodoxes Buch der Sprecherzichung
oder Spmchu&mmduﬁ hat Hans Martin Riteer nach

Diese Unterschiede ergeben sich aus zwei grundsicli-
chen Uberlegungen:

Zum cinen bezichr sich Rirer zur theoretischen Fundie-
rung von Ubungen und Arbeitsvorschliigen niche auf
die Ansiitze der Sprechwissenschaft und Sprecherzie-
hung, sondern auf dic Vorschlige unterschiedlichster
Schauspicltheoricn. Deren Bedeurung fiir das Sprechen
auf der Bihne arbeitet er im Prolog 2o seinem Lehe-
und Arbeitshuch heraus. Im Dialog mit diesen kiinstle-
rischen Konzeptionen vollziche er ihren Weg nach und
gehr thn fir scinen cigenen Ansarz neu. Ausgehend von
konkreten, in der Schauspielpraxis auftretenden Proble-
men iiber deren systemarische Reflexion, gelangt er zu I

Arbeitsvorschligen, die wiederum im unmirelbaren
Zusammenhang der Praxis erprobr sind. Diese Vorge-
hensweise macht das Lehr- und Arbeitsbuch fiir theore-
tisch interessierte Prakriker gleichermallen lesenswert
wie fiir prakrisch interessierie Theoretiker.

Zum anderen grenzt sich Ritter in sciner Schrift aus-
driicklich von einem Fachverstindnis ab, das die Sprech- ‘
erzichung als ein Jtechnisches™ Fach in der Schauspielaus-
bildung ansiehr. Eine Trennung rwischen rechnischen
Ubungen und kiinstlerischen Vorgingen ist aus seiner .
Sicht niche sinnvoll. In seinem Epilog formulier er
diese Einsichr in kritisch-konstruktiver Auseinanderset-
zung mit namhaften Vertretern der Sprecherzichung
und Sprechwissenschaft. Asthetische Praxis ist nach
Ritters Uberzeugung nicht reilbar, in dem Sinne, dass
sic erst im szenischen Produkr sichrbar wird, sondern sie
ist bereirs im Arbeitsprozess, in jeder Atem- und Stimm-
iibung enthalten. So formuliert er als einen Grundsarz
sciner Arbeit: Jeder noch so elementare Yorgang ist
zugleich ein kommunikativer und ein dstherischer, jeder
technische’ Vorgang ist auch ein kiinstlerischer™ (20).
Prolog und Epilog bilden den Rahmen filr dic Darstel-
lung der sprecherzicherischen Arbeir, in der die prakei-
sche Umserzung der hier erfrerren Grundannahmen
veranschaulicht wird, Die Darstellung gh:dm:n:h in

zwed Teile, die wiederum in jeweils vier Hauptstiicke -

umrzhmt von Vor- und Nachspielen, mit Zwischenspie-

len als Gelenkstiicken - unserteilt sind. Der formale

Aufbau findet seine Entsprechung im inhalilichen Fort-

schreiten der Arbeitsvorschlige von einfachen, elemen-

taren Ubungen zu komplexen Vorgingen in der szeni-

schen Arbeir und erleichtert so, nach dem ersten Lesen, A
das Auffinden von Arbeitsschriten und Ubungsse-
quenzen. Eine Hilfe dabet bieten auch die sehr aus-
drucksstarken Fotografien von Katharina Megnet und "
Thomas Gevers. i

Im ersten Teil mit dem Titel celementare Arbeit®™ wer-
den Ubungen zu Atem, Stimme, Lautung, nﬂ'llhrtlt-
mik und Musikalitit von Spncllc und sjﬂl‘-dﬂli :
m:l]l ﬁul’ﬁlllgut. dass alle ﬂhtllp'lm: ress




Wissens nach — einzigartigen Weise die Besonderheiren
des gesprochenen Verses auf der Buihne diskuriert. River
geht dabei — anhand zahlreicher Beispiele — auf die
Schwierigheiten ein, die die Widerspriiche zwischen
gebundener Sprache und sitvativem Sinn fiir das Spre-
chen auf der Bithne bedeuten.

Der zweite Teil des Lehr- und Arbeitsbuches ist der
_ﬁrb"il am T:xl. El'wil.‘lml:!:. Hi!f \\"I:rﬂrn di(: il'i :]l.'r |.'|l.'-
mentaren Arbeit geltenden Prinzipien vertieft und er-
wertert und mehr und mehr in den Zus:lmm-:nll.mg der
szenischen Arbeir gestelle. Im Mitelpunke aller Arbeirs-
vorschlige stchr dic Arbeit am Gestus der Sprechenden,
mit dem, nach Brecht, die Bezichungen und Haltungen
der Menschen zucinander erfallt werden. Dieses kom-
munikative Moment im Text aufzufinden, s situatv z2u
verankern, auszuagieren und — wo niitiy — wieder so
weit zu reduzieren, dass es lediglich als Handlungs-
intention sichtbar bleibe, ist nach Ritter das zentrale
Anliegen aller von ihm vorgeschlagenen Ubungen zur
szenischer Arbeit. Wie schon in der elemenraren Arbeit
entspricht auch auf dem Weg zum Sprechen auf der
Biihne jede einzelne Ubung den formalen Kriterien
dsthetischer Gestaltungsprozesse aul dem Thearer, dic
der Autor mit dem Direischrite von H:.ndiungsirnpuli -
Akrion — Schlufigeste umschreibe.

Rirtter verdeutlichr sein methodisches Vorgehen exem-
plarisch an den unterschiedlichsten Textformen und -
ﬁ':g:m«enlcn: an , Shakespeare-Splittern”™ und Sonetren,
an Brechis reimloser Lyrik mir unregelmifigen Rhyth-
men (Aus cinem Leschuch fiir Stidrebewohner), an
Balladen, Kurzprosa und Erzahlungen. Dabei fithre der
Weg immer stirker hin zur szenischen Arbeit: von den
Textsplittern zu grisheren szenischen Fragmenten, von
Gedichten, die eine Figurenrede beinhalten, und an
denen damit Prinzipien szenischer Arbeit in nuce u
erfahren sind, bis hin zu Formen szenischen Erzihlens,
wie sie in der Mauerschau und im Bowenbericht vorlie-
gen, um nur einige Beispiele zu nennen.

Als Ziel seiner sprecherzicherischen Arbeir hebe River
dic Beflihigung des Schauspiclers zur doppelien Auf-
merksamkeit hervor, zur innerszenischen Kemmunikati-
on und gleichzeitig zur Kommunikation zwischen Bith-
ne und Zuschauerraum. Auch vor diesem Hintergrund
erkliirt sich noch cinmal die Abkehr von cinem rein
technischen Vorgehen und stattdessen die Entwicklung
ciner Methode, die jede cinzelne Obung im Zusam-
menhang des Theaterereignisses reflekiiert und an deren
kommunikativen und Sstheticchen Anforderunpen
ausrichrer.

Riters Lehr- und Arbeitshuch enthilr keine Rezepte.
Bei aller Anschaulichkeit in der Schilderung einzelner
Ubungen (eine Leistung, die jeder 7u schitzen weifl, der
schon cinmal versuche har, dic simuleanc und vicl-
schichrigen Vorginge von m:ungcrl in das sukzessive
System der Schriftsprache 2u bringen), ist er sich offen-
bar immer der Gefahr bewuBl, die das unreflektierte
Ahrbmcn ﬁbungm fiir die u!muplﬂ- und thea-
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s«chen Himmel und Erde auslassen (der 'ﬂ:r.\[‘ut:‘ttjdm
eilt fiber den See, was ein besonderes Mall an Aem-
und Kirperspannung erfordert), vermisgen sie anstek.
kend zu wirken. Auf diese Weise eréiffnet Riceer filr des
lesenden Prakiiker Anschlussmiiglichkeiten, mit seinen
Arbeitsvorschligen weiter zu arbeiten, sie als ein olfens
.‘{}rklfm il NuUrIecn.
D-l.“ d-“l“l |iit||l nur -S‘L|I-Hlhl.’iflpdii-lt:{li’lrh u“d :m
hende) Schauspieler angesprochen sind, sondern auch
‘nl.r"drrlll.ilt.lplgrll in den unterschiedlichsten Arbeits.
feldern, stellt eine weitere Qualitit dieses Lehr-und
Arbeisbuchs zur Sprecherzichung dar. Gerade das kop-
sequente Verankern von Ubungen in situativen L.
menhingen, das Verbinden von Ubungen, die die lms-
Ei"ﬂ-li“‘" lll'ld Ll.“!' \'I""."l ]I-L'l i‘\-‘« hfll ||'||'||i kl"lri“:Tﬁ{I'lﬂl- H'
higkeiten ansprechen, ist in der schulischen und aufle
schulischen Bildungsarbeit von Theaterpidagogen ua-
verzichthar. Ritters Anregungen und Arbeitsvorschiss
i.ind IjEI'IlI.I.rIF‘!.\'-'L']I.‘\.E'Hli !LJI' L'iI'IL !lira!rrp]damm
Praxis, in der dsthetische und kommunikative Progese
F]tir]'n:rmaﬂrn angestrebt werden, Produkie dstherisch
und kommunikabel gestaltet scin sollén. Sprechen sl
der Bithne™ empfichlt sich damir als Grundlagenwerk
nicht nur fiir die SI.Zi|.luull;ri.llnir—lldulu;_ sovnchern auch
Hir die Ausbildung von Thearerpidagogen.
Am Ende seiner Uberlegungen wirft Ritver cine Frage
auf, die sich der krivischen Leserin seines Lehr- ond
Arbeitshuches im Verlauf der Lektiire immer mal wieder
stelle: Er fragt nach dem Sinn ciner Sprechernchung,
dic von psycho-physischen Zusammenhingen ausgelt,
auf allen Ebenen situative Vorgaben macht und sich 2
Meodellen aus der alltiglichen Praxis orientiert ange-
sichts ciner Theatcreniwicklung, in der der Text mehe
und mehr zum Material wird. Der pesprochens Tex ad
der Bilhne hat dabei nicht mehr die Funktion, von
konsistenten, am Prinzip der Mimesis onientierten S
tuationen zu erzdhlen, sondern ist lediglich ein Elemes
im gleichberechrigten Nebeneinander heterogener ther
traler Zeichen. Angesichrs der akwuellen Konjunkmr
postmoderner und postdramarischer Diskussion um
zunchmende Heterogenivir und Fragmentarisierungin
den Kiinsten und auch um die Vervielfilrigung von
Identitiiten, den Verlust des ganzen (dramarischen)
Subjekts benutzt Ritter den Begriff der Ganaheitlichkist
in seinem Lehrbuch gewissermaBen antzyklisch, Er
benumzr ihn jedoch nichr unkrivisch und ist sich sciner
problemarischen Konnowationen bewufit. Die Rede wa
der Ganzheit ict fiir ihn vor dem Hintergrund des Dis-
kurses der Theateravanigarde nur dann noch sipnvol,
wenn sic das (widerspriichliche) Einzelne im Gangen
niche vetleugnet und gleichzeitig das Ganze (das labe
sche Produke) bereits in jeder cinzelnen Ubung ds
f\.rbcmpmmm angelege ist. Dicse interessante Dt
sion kann pcduch aul der letzten Seite des Buche Iﬂ
mehr auspelotet werden. Fiir die damir aufgeworfenen
Fragen zu den Anforderungen an die Schauspiclaus-
bildung in Anbetracht einer sich radikal verindemden
Theateristhetik vermag der Autor, im Rahmen scine
Lehe- und Arbeitsbuchs zum . Sprechen auf der Bihoe'
allerdings ein erstes ProblembewuBrscin Hm
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