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Etudes Matrales 

INTRODUCTION 

"The schools are similar ... to one another as much in 
their objectives and methods as in the kind of artists they 
produce. The differences are rather in the personality of 
the teachers than in the methods of teaching, given that 
none of these schools is strongly dogmatic. Their 
pedagogical practice is open to all kinds of theatre. Their 
graduates can meet the demands of the craft while 
possessing the tools required for creation." (transl.) 
according to Monsieur Gilles Marsolais of the 
Conservatoire d'Art dramatique de MontreaII. 

The Black Report of 1976, written in part by Monsieur 
Gilles Marsolais, was the result of the Committee of 
Inquiry into theatre training in Canada. It was responsible 
for numerous actions and policies. In 1989, Le Conseil 
Superieur de la Formation en Art Dramatique or CSFAD 
(the Superior Council for the Teaching of Dramatic Arts) 
was formed in the Quebec theatre milieu. Since 1999, it 
has been shelved for lack of funds. Its goal, which adhered 
to the broad lines of the Black Report, was to promote 
theatre training, harmonizing the three stages: 
preparatory, professional and specialist. The CSFAD 
united the efforts of the milieu especially in rallying 
support for the development of preparatory and specialist 
programmes. Although the preparatory programmes in 
twenty or so CEGEPs (colleges of general and 
professional education) in the Arts and in Dramatic Arts 
fulfill their mission well, including that of preparing 
students for entrance into professional schools, 
continuing education is rare. 

AUTOPOIESIS offers this kind of training, as does le 
Conservatoire d'Art Dramatique de Montreal. According 
to Monsieur Gilles Marsolais, drama teachers would 
rather read, go to the theatre or take part in symposia or 
festivals. They often consider their teaching as a 
continuing research project rather than the transfer of an 
established body of knowledge. Perhaps because of this 
attitude of the teachers, professional training seemed 
already to be well provided for by the existing schools in 
1976 and, according to Monsieur Gilles Marsolais, has 
improved reasonably well in the last 25 years
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Let us recall that there are six professional theatre 
schools in Quebec: le Conservatoire d'Art Dramatique de 
Montreal, le Conservatoire d'Art Dramatique de Quebec, 
l'Ecole de Theatre du CEGEP de Saint-Hyacinthe, l'Ecole 
de Theatre du College Lionel-Groulx, the National 
Theatre School of Canada and l'Ecole Superieure de 
Theatre de l'UQAM (Universite du Quebec 5, Montreal). 
The three oldest schools (the two conservatories and the  

National Theatre School) have trained teachers who now 
teach in all six schools. A teaching tradition and 
pedagogical models have thus been passed on and 
adjusted to the various contexts. Fruit of a dialogue with 
some of my colleagues, the picture that I present here 
may eventually serve to shed light on the picture of the 
Quebec system of theatre training in schools of higher 
learning as a whole
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I. PROGRAMMES 
"A practical approach through problem solving," (transl.) 
according to Monsieur Alain Fournier of UQAM 

Quebec theatre schools offer a variety of programmes. 
In the conservatories, the focus is on performance alone. 
In the CEGEPs, there are programmes in performance 
and in production leading to a Diploma of Collegial 
Studies. At the National Theatre School of Canada, 
programmes in performance, in production, in writing for 
theatre and in directing are given. At l'Ecole Superieure 
de Theatre de l'UQAM, Bachelor and Master's degrees in 
the areas of acting, scenography, criticism and dramaturgy 
and the teaching of drama are conferred. The ideal length 
of studies in theatre training in schools of higher learning 
(question 11), in our opinion, should be four years, which 
is not the case in all the schools. It varies between three 
and four. In conditions such as these, continuing 
education and professional development become more 
and more necessary. 

Although the National Theatre School of Canada is the 
only one to offer a two-year programme in directing, 
established recently, the people consulted are generally of 
the opinion that the stage director should receive special 
training (question 12). This is patently not the situation of 
directors today who have backgrounds particular to each 
of them. According to Monsieur Alain Fournier, this 
training should be "adapted, while a knowledge of acting 
is imperative." Stage directors should have a Master's 
degree with theatre training as a prerequisite. This 
training would include 1- writing; 2- acting; 3- the creative 
process; 4- stage design; 5- directing. 

Madame Diane Ouimet and Monsieur Jacques Rossi agree 
that a four-year training programme would be preferable. 
Madame Diane Ouimet assigns 50% of the schedule to 
directing the actor and 50% to staging different kinds of 
dramaturgies and with different production teams. She 
includes in these studies history of theatre and stage 
direction (25%), dramaturgical analysis and the process of 
theatrical creation (25%), the notions of scenography and 
of the various scenographic techniques (25%), 
management of a theatrical production and stage 
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management (25%). Monsieur Jacques Rossi states that the 
fundamental courses should include: 1- acting; 2- directing 
the actor; 3- scenography; 4- stage management; 5- history 
of theatre and directing; 6- creation and production of 
plays. (Question 13) 

As for conjuring up an ideal training programme in acting 
(question 35), it is noteworthy that here at home general 
subjects (philosophy, French, English, physical education) 
are not courses specific to theatre training programmes: 
they account for 5 to 10%, the same proportion as is 
given to seminars. The accent is placed on the technical 
disciplines (with improvisation added to voice, speech and 
movement) to which between 20 and 45% is given, on 
specialized training in acting (40 to 45%) and on practical 
workshops (from 5 to 20%) which for us would include 
courses in performance, acting workshops and public 
pedagogical exercises. 

If the survey identifies the general disciplines with the 
three essential theoretical subjects ideally required for the 
training of future actors (question 8), the history of 
theatre and text analysis appear at the top, along with 
acting or the creative process or theatre aesthetics. These 
are followed by dramaturgy and theories of acting and the 
creative processes connected to courses in acting. The 
third area of importance evokes different responses: 
either critical study of theatre practice or professional 
ethics and career management or the theory of somatic 
education in conjunction with theatrical anthropology. The 
interest in career management and somatic education 
seems to be a Quebec phenomenon. In reality, this ideal 
programme closely models the course of studies at l'Ecole 
de Theatre du CEGEP de Saint-Hyacinthe and in the 
professional development courses of AUTOPOIESIS. At 
UQAM where much more time is given to theory, the 
special interest of students in the organization and 
management of theatrical productions confirms the 
existence of a pragmatic streak in the Quebec community. 

As for technical disciplines (questions 1, 2 and 4), the role 
of physical exercises, improvisation exercises, speech 
exercises and vocal training in the education of future 
actors should be between 10 and 20% in each case. It is to 
be noted that physical and vocal exercises must be carried 
out on a regular basis, which is not actually the case. My 
position is that somatic education should occupy a more 
important place within each of these disciplines. That, of 
course, is the founding principle for the creation of 
AUTOPOIESIS. At UQAM, the term used is "body" rather 
than "movement": the interest is in mime, in systematized 
movement. There are no courses in improvisation. 
Somatic education is relegated to the Dance Department. 

On another issue, my colleagues think that the students 
with faulty diction (question 21) should be failed at their 
examination, which is not generally the case if the students 
have talent. As for me, I believe that diction can be 
improved, as can any other function, when the question is 
approached from the point of view of somatic education. 

As for the five courses judged to be compulsory for 
actors in the first year of study (question 5), priority is 
given to the work of acting in Quebec as elsewhere, 
making it the first compulsory course (from 40 to 50%). 
With regard to the priority that should be placed on 
other subjects, two big differences can be noted between 
our international colleagues and us: no importance is given 
to stage work in Quebec while improvisation seems 
crucial. On another topic, at l'Ecole de Theatre du CEGEP 
de Saint-Hyacinthe, all of the theory is done in the 
dramaturgy course. Moreover, where I place a great deal 
of emphasis on somatic education connected to the work 
in movement, voice, improvisation, (which I do at 
AUTOPOIESIS), with dramaturgy paramount, my 
colleagues place less emphasis on dramaturgy and evaluate 
the importance of the other three courses differently. 

Who are the essential authors of universal dramatic 
literature that should be included in the education of 
future actors (question 14)? Shakespeare, Moliere, Racine, 
Marivaux, Goldoni, Chekhov, Brecht, of course. But all the 
schools differentiate between acting and the repertoires. 
At UQAM, choices are made according to the personal 
taste of the teachers, the connections established between 
theory and practice and, of course, the composition of the 
student group. At l'Ecole de Theatre du CEGEP de Saint-
Hyacinthe, rather than target specific authors, the various 
courses in performance and acting workshops attempt to 
touch on different "universes", while offering a diversity of 
"universes" to meet in the same time period. For example, 
we begin with plays from the Quebec repertoire or plays 
with Quebec adaptations; then plays that require a great 
interiority, complex or tortured characters; then 
"universes" that call upon more physical acting. Finally we 
move on to plays that require the mastery of verse, to 
alexandrines, to the universal classics, to the great roles, 
all the while working in parallel with new texts in the 
universal dramaturgy. 

Is stage work, which quebecois do not mention as a 
priority in the first year of education, connected to the 
participation of the students in various shows during their 
first and second years of study (question t o)? If so, it must 
be only within the context of pedagogical exercises before 
an audience of their peers and teachers as in the majority 
of schools. At UQAM in second year, "lean" productions 

8 



Etudes Theatrales 

are held (minimal scenery, properties, costumes, lighting) 
and are open to the public. The authors studied in the 
degree course in third and fourth years are both classical 
and contemporary (question 7). 

As for the final year (question 9) and for the repertoire 
chosen in 2002-2003 (question 33), l'Ecole de Theatre du 
CEGEP de Saint-Hyacinthe produced the following: 1- The 
creation of a European contemporary text, Durenger's La 
petite entaille; 2- Lancelot du Lac by Marie-Renee Charest, 
a Quebec text.; 3- a show based on audition scenes to be 
presented after graduation in professional theatres called 
Scenes d'auteurs, Trois skies de theatre; 4- Genet's 
BaIcon. The choices are made jointly according to the 
pedagogical requirements of the Theatrical Performance 
Department and the Theatrical Production Department. At 
UQAM, there was one contemporary departmental 
production, La petite araignee by Alexandre Marine. The 
students also put on a production of their choice. Further, 
from May to September 2003, AUTOPOIESIS 
(unsubsidized school) is presenting a theatrical creation on 
an historical theme proposed by the producer of the show, 
the Marguerite Bourgeoys Museum, called La grande 
traverseefroward a New World which I have written and 
directed and which is performed in both French and 
English by the same actors. Artists are encouraged to 
produce their own creations. 

II. METHODS 
"The Melting Pot, that's our strength, that's what is really 
interesting where we live," (transl.) according to Madame 
Jo-Ann Querel of l'Ecole de Theatre du CEGEP de Saint-
Hyacinthe. 

Ideally, the criteria for setting up the acting class each year 
should be based on the following concepts, according to 
Monsieur Alain Fournier: "1- deconstruction — 
construction - style; 2- the self - the other- the world; 3-
technique (stylized) — creation — communication." In actual 
fact, at UQAM technique is paramount, then refining 
acting, then communication. For Monsieur Jacques Rossi, 
criteria would be described in the following terms: "1-
capacity of the student to integrate and master the 
techniques of speech, voice and movement; 2- skill and 
ability to adapt to different approaches of stage acting; 3-
quality of listening and expression; 4- sharpness of thinking 
while acting. Aptitude and ability to connect interpersonally 
and professionally." My position rests on the programme 
developed within AUTOPOIESIS: "Knowledge of the 
process of learning of the human being (method of somatic 
education aware of the development of the nervous 
system) and of its integration into stage work."  

Madame Diane Ouimet says that, for her, the most 
important would be: "Artistic talent; stage presence; 
listening to the partner; sensitivity; imagination; expressive 
capacity; creative ability; fluidity of speech, of movement 
and of the imagination; flexibility in speech, movement and 
the imagination; originality; relevance and perseverance in 
the work as a whole; humility in work; courage and daring; 
understanding the theatrical implications (character within 
a situation); professional ethics." 

What is understood by "classical methods" in Quebec 
(question I5)? I must admit that our "classical" approaches 
are somewhat personal ones! Monsieur Jacques Rossi and 
I, each in our own way, were following what we 
understood of the methods of Stanislavski and Brecht as 
acting methods based on awareness as well as on the 
Feldenkrais Method ° of somatic education that we 
practise. At l'Ecole de Theatre du CEGEP de Saint-
Hyacinthe, we integrate (very summarily) this method with 
certain courses in Improvisation and Performance. In 
AUTOPOIESIS, Feldenkrais School of Art, this method is 
at the heart of all learning. Monsieur Alain Fournier 
favours, for creativity and the creative process: Halprins 
(Cycles reperes) and Knapp (improvisation - writing); for 
character: Stanislavski, Strasberg, Meisner, Brecht; for the 
body: Decroux, Lecocq, Gaulier. In actual fact, no 
"realistic" approach at UQAM, he says, more of a 
European or "mental" influence. 

Madame Diane Ouimet makes another broader inventory 
of work methods that seem indispensable to her: 
"Aristotle and his Poetics; the techniques of the 
Commedia dell'Arte and of improvisation on canvas; 
Stanislavski; the techniques of the story-teller and of the 
creation of a character in situation; Bertolt Brecht and 
Peter Brook; Alain Knapp; techniques of creativity and of 
the process of creation; Strasberg, Adler, Meisner and 
method-acting; relaxation techniques; oriental combat 
techniques; memorization techniques; first-time reading 
techniques; and techniques of text analysis; camera work 
techniques; dubbing techniques; techniques of creating 
one's own work method." 

The amount of time that should be spent on the training 
of future actors to teamwork (question 29) would 
correspond to the time for individual training (question 
23). "The future actor should always be treated as an 
individual (100%) within the training process of an 
ensemble (100%)," says Madame Diane Ouimet. "An artist 
is unique, even if theatre is a group activity," recalls 
Monsieur Alain Fournier. Some assign more importance to 
teamwork training (65 to 70%) than to training the 
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individual (30 to 35%), which corresponds to the course 
offerings in the schools. Fewer hours are given to 
individual tutoring than to group work. 

It would not be difficult to guess that the ideas of 
Stanislavski and Brecht in the analysis of the relationship 
between the actor and the created image (question 17) 
would evoke unanimity among quebecois. In actual fact, 

Itt there is no realistic approach at UQAM. As for the 
prevalent relationships in the training of future actors 
(question 16), the choice is, first, the relationship with the 
text and, last, the relationship with the space. It would 
seem that for us these conceptual differentiations are of 
least importance. However, it is of note that quebecois 
give first place to the text while, on the international level, 
imagination is considered most important. As for the 
relationship between the imagination and the concrete in 
the education of future actors (question 24), Madame Diane 
Ouimet and Monsieur Alain Fournier favour the 
imagination, while Monsieur Jacques Rossi and I, in the 
context of somatic education, turn to both the imagination 
and the concrete insofar as turning to oneself feeds on a 
relationship with the environment. In reality, Monsieur Alain 
Fournier makes the point that at UQAM the only resource 
is a concrete turning to the text 100% of the time. 

As for the means of stimulating the imagination of acting 
students (question 25), Monsieur Alain Fournier calls for 
introspection. At UQAM, according to Monsieur Alain 
Fournier, the reality is the use of the iconography journal, 
affective and sensory memory, self-critical writing. He 
would like to see added to these ways medium transfer, 
improvisation, problem solving, direction of the actor and 
stage direction, performance, etc. 

At l'Ecole de Theatre du CEGEP de Saint-Hyacinthe, 
according to Madame Jo-Ann Querel, introspection is 
favoured. Monsieur Jacques Rossi answers: "Observation. 
Sensory memory. Affective memory. Role-playing. Audio 
and visual aids. Association games. Object transformation." 
Madame Diane Ouimet "Observation of life; dramatic 
writing exercises; invention of characters and situations; 
creative techniques (analogy, brainstorming, contrast, 
"Koestler" bisociation, synectics), favouring lateral thinking, 
divergent thought; search for images with the five senses 
recorded in a scrapbook; the creation of a show of their 
own invention." And I: "Somatic education. Improvisation. 
Relationship to the text, to space, to partners." 

III. STRUCTURES AND OPERATIONS 
"Theatre should not be 'the social memory' of a nation, for it 
already is," according to Monsieur Alain Fournier of UQAM  

If, as Mr. Corneliu Dumitriu says, "the question about the 
role of theatre called for a particularly clear and precise4  
answer", the quebecois consulted respond in a way that is 
often ambiguous to the question about theatre considered 
as "social memory" of a nation (question 18). Let us 
understand that Quebec theatre is part of universal 
theatre and that all schools are interested in the 
universality of the phenomenon. Nevertheless, UQAM, 
with a stronger European influence and with more 
theoreticians, favours the semiological approach to the 
detriment of such approaches as the sociological and 
ethnological. The quebecois identity, as everyone knows, 
owes its development to the cultural identity that sets it 
apart from the other nations of the Americas while 
emphasizing its particular ties with the European world 
and with la francophonie (the French-speaking nations). 
One must keep in mind this singularity of cultural 
"crossroads" that characterizes Quebec when discussing 
the question of the education of the Quebec artist... and 
the pedagogical "melting pot" in which he finds himself: 
pedagogical melting pot, both structural and functional! 

The CEGEPs and UQAM are under the authority of the 
Ministry of Education; the Conservatories, under the 
Ministry of Culture. The National Theatre School of 
Canada is a private school, the most prestigious one, 
funded by the government of Canada, by the 10 provincial 
governments and by the city of Montreal. AUTOPOIESIS 
is a small private school that receives no public funding. As 
there are a number of different "allegiances" in Quebec 
(question 6), I questioned Monsieur Yves Neveu on his 
clear preference that the schools come under the Ministry 
of Education. According to him, the education of 
competent people should not be carried out by the 
enterprise that will provide them with work. So, in the 
case of theatre, it seems evident to him that the Ministry 
of Culture should not support the education of human 
beings who will develop the theatre of the future. 

Questioned on the same topic, Monsieur Alain Fournier 
who is a past-president of the Conseil quebecois du 
Theatre, answers with more nuances. In Quebec, we fear 
the idea of "culture" and "talent" when thinking of 
teaching. Furthermore, although we fear elitism, we 
nevertheless feel uncomfortable with the democratization 
of the arts, with universal accessibility to artistic 
expression. Moreover, if these days we are still 
experiencing a strong revolt against European cultural 
imperialism, faced with favouritism, the "chapel 
phenomenon", is there any possibility that the cultural 
avant-garde can find expression? What is the place of the 
arts in Quebec culture? As for me, I fear that art and 
education are becoming more and more a matter of 
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profitability, career management and business. What will 
result in the future from an education under ever-greater 
pressure and becoming more and more Fast Food, ... 
from the superficial mastery of techniques at the service 
of the marketplace? 

Important professional decisions should be made in a 
group (question 34), "a council of teachers," says Monsieur 
Alain Fournier, "and an administrative council," adds 
Madame Diane Ouimet: "a council of teachers and an 
administrator," specifies Monsieur Jacques Rossi. The 
reality is that the theatre schools within the CEGEPs are 
answerable to the Ministry of Education first and then to 
the College. In the CEGEPs, there have been three 
programme changes in the last ten years, programmes 
"concocted and administered," says Monsieur Gilles 
Marsolais, "by far-off civil servants5." In this context, the 
theatre school itself has very little decision-making power. 
The students are consulted about the choice of the end-
of-the-year productions. At UQAM, there is more latitude 
given to the students and the teachers who exercise some 
joint decision-making power. Programmes are proposed 
by departmental assembly and programme committees 
that include members of the faculty and student body. 

All the schools respect a quebecois democratic tradition 
that tends to be socialist. As for the teaching structure, it 
is an accepted fact here that the student will come under 
the influence of several teachers and not one alone 
(question 3). Monsieur Alain Fournier comments, "A tutor 
offers a sense of security but adapting to a number of 
approaches should be developed." As for the cost of 
educating a student actor (question 39), it is assumed by 
the government and estimated at about $25 000 to $30 
000 US at the CEGEP level. The student pays only $300 
US per year in school fees. At UQAM, the government 
spends $11

,
000 US a year and the student, $1700 US. 

AUTOPOIESIS offers professional development courses of 
160 hours for a similar fee. People here are not used to 
spending money on education, even for specialized 
programmes. Not very long ago, admission to the 
conservatory was a privilege. The idea of an elite now 
disclaimed, everyone has access to artistic education at 
the post-secondary levels from now on. 

Questioned on the first reason to refuse a student in an 
entrance examination (question 29), Monsieur Jacques 
Rossi talks about "talent"; Madame Diane Ouimet, about 
"artistic talent." I answer more specifically, "A lack of 
motivation, of passion for the theatre, art and all that is 
human." In actual fact, at auditions, juries complete very 
detailed technical forms. The age spread of students in a  

theatre faculty, according to my colleagues, (question 22) 
should be between 17 and 24 years of age. In fact, 
admission to CEGEP and to the National Theatre School 
requires that a student have obtained a Diploma of 
Secondary Studies and be at least 15 years old. In the 
conservatories and at UQAM, they must have obtained a 
Diploma of Collegial Studies, and so be at least 17 years 
old. And it is not unusual for students who already have a 
Bachelor's degree to enrol in one of the two CEGEPs 
offering professional training. 

We all agree that the ideal number of students for a year 
of studying acting (question 37) would be from 8 to 12. 
"An even number with an equal or greater number of 
men," specifies Monsieur Alain Fournier. This is not the 
case at either UQAM or in the CEGEPs. At UQAM, the 
average group at each level is 20. In the CEGEPs, the 
number is higher in the first year and decreases during the 
four years. In first year, more than one class is opened but, 
by the final year, there is only one class of about ten 
students left, since about a third to half the original number 
have failed along the way. This process of progressive 
selection makes the remaining students very competitive. 

The ideal personnel structure in a drama faculty (question 
26) sees a kind of unanimity among us. The permanent 
teaching body should make up 50% of the personnel. 
Visiting faculty members, especially stage directors, 
between 20 and 25%. Some differences exist in estimating 
support staff (10 to 20%) and administrators, workers, 
service personnel (10 to 20%). Those with secondary 
school diplomas can fit into all the other categories as 
long as they have the minimal qualifications for the 
workplace. A visiting director may hold only a diploma of 
secondary studies. S/he would not be able to join the 
permanent teaching faculty if the school is under the 
control of the Ministry of Education. The ideal number of 
teachers who should teach courses in the acting 
department in any given year (question 38) is reached by 
considering both permanent and visiting faculty. The 
percentage varies between 65 and 75% of permanent and 
25 to 35% of visiting faculty members. That proportion 
can be reversed in fourth year. This is true of the majority 
of theatre schools 

IV. SUPPORT, COLLABORATION, EXCHANGES? 
"The ideal school for me is a house of creation," (transl.) 
stated Monsieur Jean-Pierre Ronfard in 1976 ... 

On the question of a relationship of co-operation between 
a theatre school in an institution of higher learning and a 
professional theatre (question 32), we think that such 
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profitability, career management and business. What will 
result in the future from an education under ever-greater 
pressure and becoming more and more Fast Food, ... 
from the superficial mastery of techniques at the service 
of the marketplace? 

Important professional decisions should be made in a 
group (question 34), "a council of teachers," says Monsieur 
Alain Fournier, "and an administrative council," adds 
Madame Diane Ouimet: "a council of teachers and an 
administrator," specifies Monsieur Jacques Rossi. The 
reality is that the theatre schools within the CEGEPs are 
answerable to the Ministry of Education first and then to 
the College. In the CEGEPs, there have been three 
programme changes in the last ten years, programmes 
"concocted and administered," says Monsieur Gilles 
Marsolais, "by far-off civil servants5." In this context, the 
theatre school itself has very little decision-making power. 
The students are consulted about the choice of the end-
of-the-year productions. At UQAM, there is more latitude 
given to the students and the teachers who exercise some 
joint decision-making power. Programmes are proposed 
by departmental assembly and programme committees 
that include members of the faculty and student body. 

All the schools respect a quebecois democratic tradition 
that tends to be socialist. As for the teaching structure, it 
is an accepted fact here that the student will come under 
the influence of several teachers and not one alone 
(question 3). Monsieur Alain Fournier comments, "A tutor 
offers a sense of security but adapting to a number of 
approaches should be developed." As for the cost of 
educating a student actor (question 39), it is assumed by 
the government and estimated at about $25 000 to $30 
000 US at the CEGEP level. The student pays only $300 
US per year in school fees. At UQAM, the government 
spends $11

,
000 US a year and the student, $1700 US. 

AUTOPOIESIS offers professional development courses of 
160 hours for a similar fee. People here are not used to 
spending money on education, even for specialized 
programmes. Not very long ago, admission to the 
conservatory was a privilege. The idea of an elite now 
disclaimed, everyone has access to artistic education at 
the post-secondary levels from now on. 

Questioned on the first reason to refuse a student in an 
entrance examination (question 29), Monsieur Jacques 
Rossi talks about "talent"; Madame Diane Ouimet, about 
"artistic talent." I answer more specifically, "A lack of 
motivation, of passion for the theatre, art and all that is 
human." In actual fact, at auditions, juries complete very 
detailed technical forms. The age spread of students in a  

theatre faculty, according to my colleagues, (question 22) 
should be between 17 and 24 years of age. In fact, 
admission to CEGEP and to the National Theatre School 
requires that a student have obtained a Diploma of 
Secondary Studies and be at least 15 years old. In the 
conservatories and at UQAM, they must have obtained a 
Diploma of Collegial Studies, and so be at least 17 years 
old. And it is not unusual for students who already have a 
Bachelor's degree to enrol in one of the two CEGEPs 
offering professional training. 

We all agree that the ideal number of students for a year 
of studying acting (question 37) would be from 8 to 12. 
"An even number with an equal or greater number of 
men," specifies Monsieur Alain Fournier. This is not the 
case at either UQAM or in the CEGEPs. At UQAM, the 
average group at each level is 20. In the CEGEPs, the 
number is higher in the first year and decreases during the 
four years. In first year, more than one class is opened but, 
by the final year, there is only one class of about ten 
students left, since about a third to half the original number 
have failed along the way. This process of progressive 
selection makes the remaining students very competitive. 

The ideal personnel structure in a drama faculty (question 
26) sees a kind of unanimity among us. The permanent 
teaching body should make up 50% of the personnel. 
Visiting faculty members, especially stage directors, 
between 20 and 25%. Some differences exist in estimating 
support staff (10 to 20%) and administrators, workers, 
service personnel (10 to 20%). Those with secondary 
school diplomas can fit into all the other categories as 
long as they have the minimal qualifications for the 
workplace. A visiting director may hold only a diploma of 
secondary studies. S/he would not be able to join the 
permanent teaching faculty if the school is under the 
control of the Ministry of Education. The ideal number of 
teachers who should teach courses in the acting 
department in any given year (question 38) is reached by 
considering both permanent and visiting faculty. The 
percentage varies between 65 and 75% of permanent and 
25 to 35% of visiting faculty members. That proportion 
can be reversed in fourth year. This is true of the majority 
of theatre schools 

IV. SUPPORT, COLLABORATION, EXCHANGES? 
"The ideal school for me is a house of creation," (transl.) 
stated Monsieur Jean-Pierre Ronfard in 1976 ... 

On the question of a relationship of co-operation between 
a theatre school in an institution of higher learning and a 
professional theatre (question 32), we think that such 
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relationships should allow for internships for graduates, 
service exchanges, auditions. Actually, l'Ecole de Theatre 
du College Lionel-Groulx enjoys a privileged connection 
with la Maison-Theatre (children's theatre). La Salle Fred-
Barry of Theatre Denise-Pelletier has often opened its 
doors to repeat performances of shows by graduates of 
the schools. The teachers who themselves work in 
professional theatres are sometimes able to invite their 
students to rehearsals or to mini-internships. Or again, 
they will choose to work with them when they leave 
school. For my part, and I offer a minority opinion, I 
would prefer greater co-operation. Only schools offering 
specialized training follow this model. 

We all agree that we would like the non-university 
foundations and associations to play a role in providing 
bursaries, in integration into the professional milieu, in 
providing aid for creation. As for me, I would like them to 
offer help to organizations whose sole objective is to offer 
professional development and personalized services or to 
enable the acquisition of specific skills — methods taught in 
depth and extensively and complementary to the melting 
pot's skimming of the surface (question 41). 
The conditions for good international co-operation among 
schools (question 40) are seen as the possibility for 
teacher, student and production exchanges. I myself would 
like to see better co-operation based on complementary 
competences and benefits. The choice of a theatre school 
anywhere in the world where we would like to teach 
(question 27) or that we would like to visit (question 31) 
raises different interests. To be realistic, only UQAM has 
the possibility of going elsewhere thanks to certain 
professors who have set up exchange networks. 

As for suggesting a quebecois international expert 
(question 45), Monsieur Jacques Rossi holds that "there is  

one here who possesses the required stature and it is 
Jean-Pierre Ronfard", co-director of the Nouveau Theatre 
Experimental. The same individual was one of the 
signatories of the Black Report along with Monsieur Gilles 
Marsolais. He had already laid out the guidelines for the 
ideal school in 1976 in the annex to the above-mentioned 
report: "The ideal school for me is a house of creation

6
." 

BY WAY OF CONCLUSION 
"The academic world of theatre must undertake a 
permanent dialogue in order to achieve better results," 
according to Mister Corneliu Dumitriu, Chair-holder of 
the UNESCO Chair of the International Theatre Institute

7
. 

Although the performance and the excellence of Quebec 
artists is world renowned, paradoxically the interest no 
longer seems tuned to creation or to education. In the last 
30 years, theatre has become an enormous cultural 
industry. No doubt this is in keeping with the rise of 
globalization. "Creation is self-exploitation," according to 
the dominant thinking of the last 20 years. Will we be 
saying the same about formal theatre training in the years 
to come? It remains for me to hope that the study 
conducted at this time by the UNESCO Chair will lead to 
projects that will continue to stimulate high-level 
exchanges among its members. Allow me to warmly 
thank my quebecois colleagues, Monsieur Andre-Louis 
Perinetti, Secretary General of the International Theatre 
Institute and Monsieur Corneliu Dimitriu, Chair holder of 
the UNESCO Chair. In asking me to write this article, the 
latter has promoted a particularly instructive exchange 
among Quebec colleagues of long standing, all as 
passionate about their work now as they were thirty or 
forty years ago when they had already begun to amuse 
themselves by re-inventing the world. 

I. Marsolais, Gilles. "Le rapport Black revisite", Cahiers de theatre Jeu, no. 100. Montreal, September 2001, vol. 3, p. 93 
2. Ibid., pp.86-93. Monsieur Marsolais' excellent article taking stock of the Quebec theatre situation 25 years after the Black Report should 
be read in its entirety. 
3. The four teachers consulted last year in the survey carried out by the UNESCO Chair of the International Theatre Institute and analyzed 
in the review Theater Studies/Etudes Theatrales, no. 3, work in three of the institutions. Madame DIANE OUIMET, Monsieur JACQUES 
ROSS! and I teach at the Ecole de Theatre du CEGEF' de Saint-Hyacinthe. I called upon the opinions of Madame JO-ANN QUEREL (co-
ordinator of the Theatrical Performance Department) and of Monsieur YVES NEVEU (Assistant to the Director of Studies), both members of 
the management committee of the school to better understand the present situation of the institution. Monsieur ALAIN FOURNIER and 
Madame DIANE OUIMET teach at l'Ecole Superieure de Theatre de !'UQAM. Monsieur ALAIN FOURNIER is also associate dean of the 
Faculty of Arts of UQAM. Since 1 995, I have been director of AUTOPOIESIS, Feldenkrais

0 
 School of Art, a small private school offering 

continuing education and a programme of professional development to professional artists. 
4. Dumitriu, Corneliu. "The academic world of theatre must undertake a permanent dialogue in order to achieve better results." In Theater 
Studies 1 Etudes Theatrales, number 3, p.18. 
S. Marsofais, Gilles, op. cit., p.90. 
6. This ideal model is reproduced in the recent analysis by Monsieur Marsolais. Op. cit., p.92. 
7. Dumitriu, Corneliu, op. cit, p.12. 
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INTRODUCTION 

«Les &ales se ressemblent (...) les unes les autres, tant par 
leurs objectifs et leurs methodes que par le type d'artistes 
qu'elles produisent. Les differences tiennent plus a la 
personnalite des formateurs qu'aux methodes de formation, 
puisqu'aucune ecole n'est resolument doctrinaire. Elles 
pratiquent une peclagogie ouverte a toutes les formes de 
theatre. Leurs finissants peuvent repondre aux exigences du 
métier, tout en possedant les outils necessaires a la 
creation.» (selon Monsieur Gilles Marsolais du 
Conservatoire d'Art dramatique de Montrea1

1
.) 

Le Rapport Black, redige en 1976 en partie par Monsieur 
Gilles Marsolais, etait issu du Comite d'enquete sur la 
formation theatrale au Canada. ll a ete a l'origine de 
nombreuses actions et politiques. En 1989, a ete forme 
dans le milieu theatral quebecois un Conseil Superieur de 
la Formation en Art Dramatique (CSFAD), mis en 
veilleuse depuis 1999, faute de ressources financieres. 
Celui-ci avait pour but, en reprenant les grandes lignes du 
Rapport Black, de promouvoir une formation theatrale 
harmonieuse en trois &apes: preparatoire, professionnelle 
et specialisee. Le CSFAD a surtout uni les efforts du 
milieu pour soutenir la formation des programmes 
preparatoires et specialises. Si les programmes 
preparatoires dans une vingtaine de CEGEPS (Colleges 
d'enseignement general et professsionel) en Arts et 
Lettres ou en Art Dramatique accomplissent bien leur 
mission qui consiste, en partie, a preparer des eleves a se 
presenter dans une ecole professionnelle, ii demeure que 
la formation continue est rare. 

AUTOPOIESIS, comme le Conservatoire d'art dramatique 
de Montreal, dispensent de la formation continue. Scion 
Monsieur Gilles Marsolais, les professeurs de theatre 
preferent lire, aller au theatre, participer a des colloques 
ou a des festivals. Ils considerent souvent leur 
enseignement comme une recherche permanente plutot 
que la transmission d'un savoir acquis. Peut-etre grace a 
cette attitude des professeurs, la formation professionnelle 
semblait déjà bien assuree par les ecoles existantes en 
1976 et, selon Monsieur Gilles Marsolais, s'est 
passablement amelioree depuis 25 ans

2
. 

Rappelons qu'il existe actuellement six ecoles 
professionnelles au Quebec: le Conservatoire d'Art 
Dramatique de Montreal, le Conservatoire d'Art 
dramatique de Quebec, l'Ecole de Theatre du CEGEP de 
Saint-Hyacinthe, l'Ecole de Theatre du College Lionel- 

Groulx, l'Ecole Nationale de Theatre du Canada et l'Ecole 
Superieure de Theatre de l'UQAM. Les trois plus 
anciennes ecoles (les deux Conservatoires et l'Ecole 
Nationale de Theatre du Canada) ont forme les 
professeurs qui enseignent egalement maintenant dans les 
trois autres. Une tradition d'enseignement et des modeles 
peclagogiques se sont ainsi transmis et ajustes aux 
differents contextes. Issu du dialogue avec certains de mes 
collegues, le portrait dress& ici peut eventuellement servir 
de revelateur par rapport a l'image d'ensemble du systeme 
de l'enseignement superieur theatral au Quebec

3
. 

I. PROGRAMMES 
«Une approche pragmatique, par resolution de 
problemes», selon Monsieur Alain Fournier de l'UQAM. 

Les Ecoles de Theatre au Quebec offrent des programmes 
divers. Dans les Conservatoires, on s'occupe uniquement 
d'Interpretation. Dans les CEGEPS, on retrouve des 
programmes d'Interpretation et de Production,menant 

, 
l'obtention d'un Diplome d'Etudes Collegiales. A l'Ecole 
Nationale de Theatre du Canada, on dispense des 
programmes d'Interpretation, de Production, d'Ecriture 
dramatique et de Mise en scene. A l' Ecole Superieure de 
Theatre de l'UQAM, on decerne des diplornes de 
Baccalaureat et de Maitrise dans les domaines du Jeu, de la 
Scenographie, de la Critique et de la Dramaturgie, et de 
l'Enseignement du theatre. La duree optimale des etudes 
dans l'enseignement superieur theatral (question 11) devrait 
etre de quatre ans selon nous, ce qui n'est pas vraiment le 
cas dans toutes les ecoles. Cela vane entre trois et quatre 
ans. Dans de telles conditions, formation continue et 
perfectionnement s'averent de plus en plus necessaires. 

Bien que seule l'Ecole Nationale de Theatre du Canada 
offre un programme de mise en scene de deux ans, mis sun 
pied recemment, les personnes consultees pensent 
generalement que le metteur en scene devrait faire l'objet 
d'une formation speciale (question 12), ce qui n'est 
nullement le cas chez les metteurs en scene actuels qui ont 
fait des parcours tres personnels. SeIon Monsieur Alain 
Fournier, cette formation devrait etre «adaptee, bien que 
la connaissance du jeu soit imperative». II faudrait detenir 
une Maitrise, avec une formation theatrale prealable. Cette 
formation incluerait alors 1/ Ecriture; 2/Jeu; 3 Processus de 
creation; 4/ Scenographie; 5/ Mise en scene. 

Madame Diane Ouimet et Monsieur Jacques Rossi 
s'entendent pour dire qu'il devrait s'agir plutot d'une 
formation de quatre ans. Madame Diane Ouimet accorde 
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50% du volume horaire a la Direction d'acteur, et 50% a la 
Mise en scene de differentes dramaturgies et avec 
differentes equipes de production. Elle inclut dans ces 
apprentissages l'Histoire du theatre et de la Mise en scene 
(25%), l'Analyse dramaturgique et le processus de creation 
theatrale (25%), les Notions de scenographie et de 
differentes techniques sceniques (25%), la Gestion de 
production theatrale et la regie de spectacles (25%). 
Quant a Monsieur Jacques Rossi, il specifie que les 
matieres fondamentales devraient etre: 1/ le Jeu; 2/ la 
Direction d'acteur; 3/ la Scenographie; 4/ la Regie de 
spectacles; 5/ l'Histoire du Theatre et de la Mise en 
scene; 6/ la Conception et la Realisation de mises en 
scene. (Question 13) 

Face a revocation d'un plan ideal pour la formation en 
actorat (question 35) on peut remarquer que chez nous 
les disciplines a caractere general (Philosophie, Francais, 
Anglais, Education physique) ne figurent pas dans la 
formation theatrale specifique: on accorde a celles-ci de 5 
a 10%, la meme proportion qu'aux seminaires. On met 
l'accent sur les disciplines techniques (en ajoutant 
l'Improvisation a la Voix, a la Parole et au Mouvement), 
auxquelles on accorderait de 20 a 45%, sur la formation 
specialisee en Actorat (de 40 a 45%) et sur les Ateliers et 
travaux pratiques (de 5 a 20%). Par la, on entendrait chez 
nous des cours d'Interpretation, d'Ateliers de Jeu et les 
Exercices publics. 

Si le sondage identifie les disciplines a caractere general 
aux trois disciplines theoriques necessaires idealement a la 
formation du futur acteur (question 8), l'Histoire du 
theatre et l'Analyse de texte apparaissent en premier lieu, 
alliees au Jeu, au Processus de creation, ou a rEsthetique 
theatrale. On insiste ensuite sur la Dramaturgie et les 
Theories du jeu et des processus createurs, enseignees en 
lien avec les cours de Jeu. Le troisieme domaine 
d'importance souleve des reponses differentes: soft l'Etude 
critique de la pratique theatrale, soft l'Ethique 
professionnelle et la Gestion de carriere, soit la Theorie 
de reducation somatique alliee a l'Anthropologie theatrale. 
L'interet accord

, 
 a la Gestion de carriere et a l'Education 

somatique semble specifiquement quebecois. Dans lereel, 
, 

ce plan ideal se rapproche de ce qui est enseigne a l'Ecole 
de Theatre du CEGEP de Saint-Hyacinthe et dans le 

, 
programme de perfectionnement d'AUTOPOIESIS. A 
l'UQAM oü beaucoup plus de temps est accorde a la 
theorie, rinteret particulier accorde par les etudiants a 
l'organisation et a la gestion de production theatrale 
confirme cependant l'existence d'un courant tres 
pragmatique dans la communaute quebecoise. 

En ce qui a trait aux disciplines techniques (questions 1, 2 
et 4), le rale des exercices physiques, des exercices 
d'improvisation, des exercices de parole et d'entrainement 
vocal dans la formation des futurs acteurs devrait etre de 
10 a 20% dans chacun des cas. Notons que les exercices 
physiques et vocaux devraient etre dispenses sur une base 
reguliere, ce qui n'est pas le cas dans la realite. Selon moi 
'education somatique devrait prendre une place plus 
importante a rinterieur de chacune de ces disciplines. 
C'est d'ailleurs la raison d'être fondamentale de la creation 
d'AUTOPO

.
IESIS. A l'UQAM, on parle de Corps, non de 

Mouvement: on s'interesse au mime, au mouvement 
codifie. II n'y a aucun cours d'Improvisation. L'Education 
somatique est renvoyee au departement de Danse. Par 
ailleurs, mes collegues pensent que retudiant a la diction 
defaillante (question 21) devrait etre recale a un examen, 
ce qui n'est generalement pas le cas, si celui-ci a du talent. 
Pour ma part, je pense que la diction peut s'ameliorer, 
comme toute autre fonction, quand on aborde la question 
du point de vue de 'education somatique. 

En ce qui concerne les cinq cours juges obligatoires en 
premiere armee de formation d'acteur (question 5) le 
travail d'actorat se voit privilegie au Quebec comme 
ailleurs a titre de premier cours obligatoire (entre 40 et 
50%). Sur la priorite a accorder aux autres cours, on 
remarque deux grandes differences par rapport a nos 
collegues internationaux: aucune importance n'est 
accord& au Travail de scene chez les Quebecois,alors 

, 
que l'Improvisation apparait primordiale. Puis, a l'Ecole de 
Theatre du CEGEP de Saint-Hyacinthe, toute la Theorie 
est associee au cours de Dramaturgie. Par ailleurs, si je 
donne beaucoup d'importance a l'Education somatique 
alliee au travail en Mouvement, en Voix et en 
Improvisation (ce que je fais au sein d'AUTOPOIESIS), 
tout en accordant une place primordiale a la Dramaturgie, 
mes collegues accordent moms d'importance a la 
Dramaturgie, tout en evaluant differemment l'ordre 
d'importance des trois autres cours. 

Quels sont les auteurs dramatiques de la litterature 
universelle qui devraient absolument figurer dans le plan 
d'etudes des ateliers de formation des futurs acteurs 
(question 14)? Bien entendu Shakespeare, Moliere, Racine, 
Marivaux, Goldoni, Tchekhov, Brecht. Mais on differencie 
dans toutes les Ecoles le Jeu du Repertoire. A l'UQAM, les 
choix se font en fonction des goats personnels des 
professeurs, des liens etablis entre theorie et pratique, et 
bien Or de la composition du groupe d'etudiants. A 
l'Ecole de Theatre du CEGEP de Saint-Hyacinthe, plutot 
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que de viser des auteurs specifiques, les differents cours 
d'Interpretation et d'Ateliers de jeu tentent de toucher 
des «univers» differents, tout en diversifiant les types 
d'«univers» abordes durant les memes semaines. Par 
exemple, on commence par aborder des pieces du 
repertoire quebecois ou d'adaptation quebecoise. Puis des 
pieces qui demandent une grande interiorite, des 
personnages complexes, tortures. Ensuite des «univers» 
qui font davantage appel au jeu physique. Enfin on passe 
aux pieces qui exigent la maitrise du vers, aux alexandrins, 
aux classiques universels, aux grands roles, tout en 
abordant parallelement des textes nouveaux de la 
dramaturgie universelle. 

Le Travail de scene dont ne parlent pas les Quebecois 
comme priorite en premiere annee de formation est-il 
associe a la participation des etudiants dans divers 
spectacles au cours de leur premiere et deuxieme annees 
d'etudes (question 10)? Si c'est le cas, ii faut que ce soit 
dans des exercices peclagogiques avec un public compose 
seulement de pairs et de professeurs. comme dans la 
majorite des Ecoles. A l'UQAM, ont lieu en 2

e 
 armee des 

productions «seches» ( decors, accessoires, costumes, 
eclairages minimaux), mais ouvertes au grand public. Les 
auteurs vises dans le cursus de troisieme et de quatrierne 
armee sont ala fois des auteurs classiques et 
contemporains (question 7). 

En ce qui concerne l'annee terminate (question 9) et le 
repertoire choisi en 2002-2003 (question 33), a l'Ecole de 
Theatre du CEGEP de Saint-Hyacinthe, ont ete produits 
1/ La creation d'un texte europeen contemporain, La 
petite entaille de Durenger; 2/ d'un texte quebecois, 
Lancelot du Lac de Marie-Renee Charest; 3/ d'un spectacle 
qui est base sur les scenes d'auditions qui seront 
presentees dans les theatres apres la diplomatton, Scenes 
d'auteurs, Trois skies de theatre; 4/ du Balcon de Genet. 
Les choix sont faits conjointement en fonction des besoins 
peclagogiques des departements d'Interpretation et de 
Production theatrales. A l'UQAM, il y a eu une production 
departementale contemporaine, La petite araignee, 
d'Alexandre Marine. Les etudiants font egalement une 

. 
production libre. Par ailleurs, AUTOPOIESIS (ecole non 
subventionnee) presente, de mai a septembre 2003, une 
creation theatrale portant sur un theme historique 
propose par le producteur du spectacle, le Musk 
Marguerite-Bourgeoys: La grande traversee/Toward a 
New World, que j'ai ecrit et mis en scene, et qui est joue 
en alternance en francais et en anglais. On encourage de 
plus les artistes a produire leurs propres creations. 

II. METHODES 
«Le Melting Pot, c'est ca notre force, c'est ce qui est 
vraiment interessant chez nous», selon Madame Jo-Ann 
Querel de l'Ecole de Theatre du CEGEP de Saint-Hyacinthe. 

Idealement, les criteres pour etablir le programme annuel 
de formation d'une classe d'actorat (question 20) seraient 
fondes pour Monsieur Alain Fournier sur les concepts 
suivants: «1/ Deconstruction - construction - style; 2/ Soi - 
l'autre - le monde; 3/ Technique (extra quotidien) creation 
- communication.». Dans la realite, a l'UQAM, on 
s'interesse d'abord a la technique. Puis au raffinement du 
jeu. Puis a la communication. Pour Monsieur Jacques Rossi, 
les criteres s'etabliraient dans ces termes: «1/ Capacite de 
l'etudiant a integrer et a maitriser les techniques de la 
parole, de la voix et du mouvement; 2/ Habilete et 
capacite a s'adapter aux differentes approches du jeu 
theatral; 3/ Quake de l'ecoute et de l'expression; 4/ 
Acuite de la pens& dans le jeu. Aptitude et capacite a 
etablir des communications interpersonnelles et 
professionnelles.» Quant a ma position, elle s'appuie sur le 

, 
programme developpe au sein d'AUTOPOIESIS: 
«Connaissance du processus d'apprentissage de l'etre 
humain (methode d'education somatique au fait des 
connaissances du developpement du systeme nerveux) et 
de son integration au travail scenique.» 

Madame Diane Ouimet repond quant a elle: «Pour 
nommer les plus importants: Talent artistique; presence; 
ecoute au partenaire; sensibilite; imagination; capacite 
expressive; capacite creative; fluidite de la parole, du 
mouvement et de l'imaginaire; flexibilite de la parole, du 
mouvement et de l'imaginaire; originalite; pertinence et 
perseverance dans le travail d'ensemble; humilite dans le 
travail; courage et audace; comprehension des enjeux 
theatraux (personnage en situation); ethique 
professionnelle.» 

Qu'entend-on par «methodes classiques» au Quebec? 
(question 15)!I faut bien avouer que nos approches 
oclassiques» sont assez personnalisees! Monsieur Jacques 
Rossi et moi-meme, nous allions chacun a notre maniere ce 
que nous connaissons des methodes de Stanislavki et de 
Brecht en tant que methodes de jeu basks sur de la prise 
de conscience, a la Methode Feldenkrais° d'education 
somatique que nous pratiquons. A l'Ecole de Theatre du 
CEGEP de Saint-Hyacinthe, nous integrons (tres 
sommairement) cette methode a certains cours 
d'Improvisation et d'Interpretation. Au sein 
d'AUTOPOiESIS, ecole d'art Feldenkrais

0
, cette methode 
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est au centre de tous les apprentissages. Monsieur Alain 
Fournier valorise, en ce qui concerne Creativite et 
processus de creation: Halprins (Cycles reperes) et Knapp 
(improvisation-ecriture); en ce qui a trait au Personnage: 
Stanislavski, Strasberg, Meisner, Brecht; en ce qui concerne 
le Corps: Decroux, Lecocq, Gaulier. Dans la realite, pas 
d'approche «realiste» a l'UQAM, Davantage une 
influence europeenne ou «mentale» 

Madame Diane Ouimet fait encore une recension plus 
vaste des methodes de travail qui lui semblent 
indispensables: Aristote et sa poetique; les techniques de 
la Commedia dell'Arte et de l'improvisation stir canevas; 
Stanislavski; les techniques du conteur et de la creation du 
personnage en situation; Bertolt Brecht et Peter Brook; 
Alain Knapp; Techniques de creativite et processus de 
creation; Strasberg, Adler, Meisner et le Method'acting; 
techniques de relaxation; techniques de combat orientales; 
techniques de memorisation; techniques de lecture a 
premiere vue et d'analyse dramaturgique; technique de 
travail a la camera; techniques de doublage; techniques de 
creation de sa propre methode de travail.» 

Le temps qui devrait etre assigne a la formation en groupe 
du futur acteur (question 29) correspondrait au temps de 
formation individuelle (question 23) oOn devrait toujours 
considerer le futur acteur comme un individu (100%) dans le 
processus de formation de l'ensemble (100%)», commente 
Madame Diane Ouimet «Un artiste est unique, mem si le 
theatre se fait en groupe» rappelle Monsieur Alain Fournier. 
Certains accordent plus d'importance ala formation en 
groupe (65 a 70%) qu'a la formation en individuelle (30 a 
35%). Ce qui correspond a la realite dans la formation 
offerte par les &cotes. Moins d'heures sont accordees au 
tutorat individuel qu'au travail a l'interieur d'un groupe. 

On pouvait s'en douter, les conceptions preferees par les 
quebecois dans l'analyse du rapport acteur-image creee 
(question 17) soulevent l'unanimite: Stanislavski et Brecht. 
En realite, a l'UQAM, pas d'approche realiste. A propos 
des rapports preponderants dans la formation du futur 
acteur (question 16), on choisit en premier lieu le rapport 
au texte, et en dernier lieu, le rapport a l'espace. II 
semblerait bien que pour nous ces differenciations 
conceptuelles sent de moindre importance.Cependant on 
peut remarquer que les quebecois donnent la premiere 
place au texte, alors qu'au plan international, on privilegie 
l'imagination. Quant au rapport entre l'appel a l'imaginaire 
et au concret dans la formation du futur acteur (question 
24), Madame Diane Ouimet et Monsieur Alain Fournier  

privilegient l'imaginaire, Monsieur Jacques Rossi et moi-
merne recourons egalement a l'imaginaire et au concret, 
dans la mesure oil, dans le cas de 'education somatique, le 
recours a soi-meme se nourrit du rapport a 
l'environnement Dans le reel, Monsieur Alain Fournier 
precise qu'a l'UQAM, le seul recours utilise est un recours 
concret au texte al00%. 

Quant aux moyens utilises pour stimuler l'imagination des 
etudiants en actorat (question 25), Monsieur Alain 
Fournier fait appel a l'instrospection. A 'UQAM, selon 
Monsieur Alain Fournier, on fait appel dans la realite au 
journal de bord iconographique, a la memoire sensorielle 
et affective, a recriture auto-critique. ll souhaiterait voir 
s'ajouter a ces moyens le transfert de medium, 
l'improvisation, la resolution de probleme, la direction 
d'acteur et la mise en scene, la performance etc. 

l'Ecole de Theatre du CEGEP de Saint-Hyacinthe, selon 
Madame Jo-Ann Querel, on privilegie aussi l'introspection. 
Monsieur Jacques Rossi commente: «L'observation. La 
memoire sensorielle. La memoire affective. Les mises en 
situation. Les supports visuels et sonores. Les jeux 
d'association. La transformation des objets.» Madame 
Diane Ouimet «Observation de la vie; les exercices 
d'ecriture dramatique; l'invention de personnages et de 
situations; les techniques de creativite (analogie, 
brainstorming, contraste, bisociation «Koestler», 
synectique), le fait de favoriser la pens& laterale, la 
pens& divergente; la recherche d'images avec les cinq 
sens consignee dans un cahier specilege; la creation d'un 
spectacle de leur invention.» Et moi: «L'Education 
somatique. L'Improvisation. Le rapport au texte, 
l'espace, au partenaire.» 

III. STRUCTURES ET FONCTIONNEMENTS 
«Le theatre ne devrait pas etre «la memoire sociale» 
d'une nation, il l'est.» (selon Monsieur Alain Fournier de 
l'UQAM) 

Si, selon Monsieur Corneliu Dumitriu, «la question portant 
sur le role du theatre reclamait une reponse 
particulierement claire et precise

4
», les quebecois 

consultes repondent de maniere souvent ambigue a la 
question portant sur le theatre considere comme 
«mernoire sociale» d'une nation (question 18). Entendons 
que le theatre quebecois fait partie du theatre universel et 
que toutes les ecoles s'interessent a l'universalite du 
phenomene. Cependant, l'UQAM, d'influence plus 
europeenne et regroupant plus de theoriciens, valorise 
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l'approche serniologique, au detriment d'approches par 
exemple plus sociologiques ou ethnologiques. L'identite 
quebecoise, comme on le salt, tient a relaboration d'une 
identite culturelle qui la differencie des autres nations 
americaines, tout en soulignant ses liens particuliers avec 
le monde europeen et la francophonie. U faut tenir 
compte de cette specificite de «carrefour» culturel qui 
caracterise le Quebec quand on aborde la question de la 
formation de l'artiste quebecois... et le «Melting Pot» 
pedagogique dans lequel ii baigne. Melting Pot 
peclagogique, structure, et fonctionnell 

Les CEGEPS et l'UQAM sont subordonnes au Ministere de 
l'Education. Les Conservatoires relevent du Ministere de la 
Culture. L'Ecole Nationale de Theatre du Canada est une 
ecole privee, la plus prestigieuse, subventionnee par le 
gouvemement du Canada, par les dix gouvernements 
provinciaux, et par la ville de Montreal. AUTOPOIESIS est 
une petite ecole privee, non subventionnee. Comme nous 
connaissons differents types od'allegeances» au Quebec 
(question 6), j'ai interroge Monsieur Yves Neveu sur sa nette 
preference pour le Ministere de l'Education. Selon lui, la 
formation de personnes competentes ne doit pas e'tre faite 
par l'entreprise qui lui donnera du travail. Donc, en ce qui 
concerne le theatre, il lui apparak evident que la formation 
des etres humains qui feront avancer le theatre de demain ne 

t pas 'etre soutenue par le Ministhre de la Culture. 

Interroge sur la meme question, Monsieur Alain Fournier, 
qui a déjà ete president du Conseil quebecois du Theatre, 
formule une position tres nuancee. On craint au Quebec 
la notion de «culture», de «talent» selon lui, quand on 
pense peclagogie. Par ailleurs, si on craint l'elitisme, on se 
sent tout de meme mal a l'aise par rapport a la 
democratisation des arts , a l'accessibilite de tous a 
l'expression artistique. De plus, si on ressent encore de 
nos jours chez nous une grande revoke face a 
l'imperialisme culturel europeen, face au favoritisme, au 
phenomene de chapelle, l'avant-garde culturelle a-t-elle 
encore possibilite d'expression? Queue est la place 
qu'occupent les arts dans la culture quebecoise? Pour ma 

I. 

part, je crams que l'art, tout comme reducation, se voient 
: de plus en plus identifies a des criteres de rentabilite, de 

gestion de carriere et d'entreprise. Qu'est-ce qui 
ressortira dans l'avenir d'une formation de plus en plus 
Fast Food et sous pression ? La maltrise superficielle de 
techniques au service du marche? 

Les decisions importantes du point de vue professionnel 
devraient etre prises par un organisme (question 34), «un  

conseil des professeurs» pour Monsieur Alain Fournier; 
«et un conseil d'administration», ajoute Madame Diane 
Ouimet; un conseil compose de professeurs et d'un 
administrateur», specifie Monsieur Jacques Rossi. En 
realite, les Eccles de Theatre oeuvrant a l'interieur des 
CEGEPS doivent repondre aux directives du Ministere de 
l'Education, puis du College. Dans les CEGEPS, il y a eu 
trois changements de programme depuis dix ans, des 
programmes «concoct& et administres, selon Monsieur 
Gilles Marsolais, par de lointains fonctionnaires5». Dans ce 
contexte, l'Ecole de Theatre elle-meme n'a en realite que 
tres peu de pouvoir decisionnel. Les etudiants sont 
consult& en ce qui a trait au choix des productions de 
derniere annee. A l'UQAM, iI y a plus de latitude accordee 
aux etudiants et aux professeurs qui ont conjointement un 
certain pouvoir decisionnel. Les programmes sont 
proposes par rassemblee departementale et des comites 
de programmes regroupant etudiants et professeurs. 

1.000410

„ 

Toutes les ecoles respectent une tradition quebecoise 
democratique a tendance socialisante. En ce qui concerne 
la structure professorale, ii va de soi chez nous de 
considerer que les etudiants sont sous l'influence de 
plusieurs professeurs, et non d'un seul (question 3). 
Monsieur Alain Fournier commente: «Un tuteur est une 
reference securisante, ma's l'adaptation a des approches 
differentes est a developper.» Quant au Cat de la 
formation d'un etudiant en actorat (question 39), il est 
assume par l'Etat et evalue a environ 25 000 a 30 000 
USD dans les CEGEPS. L'etudiant lui-meme ne &bourse 
que 300 USD par armee en frais de scolarite. A l'UQAM 
l'Etat debourserait 11 000 USD par armee. Et l'etudiant, 
lui-merne 1 700 USD. AUTOPOIESIS offre des stages de 
perfectionnement de 160 heures, pour un prix semblable. 
Les gens n'ont pas l'habitude d'investir de l'argent chez 
nous pour de la formation, meme specialisee. II y a encore 
peu de temps, l'acces au Conservatoire etait un privilege. 
La notion d'elite etant actuellement deniee, chacun a 
desormais acces a reducation artistique superieure. 

Interroges sur le premier critere a partir duquel refuser 
un etudiant a un examen d'admission (question 29), 
Monsieur Jacques Rossi parle de «talent». Madame Diane 
Ouimet de «talent artistique». Je reponds plus 
specifiquement: «le manque de motivation, de passion 
pour le theatre, l'art, l'humain» En realite, lors des 
auditions, des fiches techniques tres detainees sont 
remplies par les jury. Lige limite des etudiants dans une 
faculte de theatre, selon mes collegues (question 22), 
devrait se situer entre 17 et 24 ans. Dans la realite, pour 
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l'approche serniologique, au detriment d'approches par 
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Gilles Marsolais, par de lointains fonctionnaires5». Dans ce 
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consult& en ce qui a trait au choix des productions de 
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etre admis dans les CEGEPS et a l'Ecole Nationale de 
Theatre du Canada, les etudiants doivent avoir un 
Diplome d'Etudes Secondaires a l'entrée, soft etre ages 
dun minimum de 15 ans. Dans les Conservatoires et a 
l'UQAM, us doivent posseder un Diplome d'Etudes 
Collegiales, donc avoir un minimum de 17 ans. Dans les 
faits, beaucoup d'eleves possedant déjà un tel diplome, 
voire un Baccalaureat s'inscrivent dans les deux CEGEPS 
offrant une formation professionnelle. 

On s'entend pour dire que le nombre ideal d'etudiants 
pour une air& d'etudes en actorat (question 37), serait 
de 8 a 12. «Un nombre pair, avec un nombre egale ou 
superieur d'hommes», precise Monsieur Alain Fournier. 
Cc n'est pas le cas a l'UQAM ni dans les CEGEPS. A 
l'UQAM, on a en moyenne 20 etudiants par armee 
d'etudes. Dans les CEGEPS, le nombre est plus eleve en 
premiere armee et decroit en quatre ans. On ouvre plus 
d'un groupe en premiere armee. En derniere armee, ii n'y 
en a plus qu'un seul, d'une dizaine de personnes, environ 
la moitie ou le tiers des etudiants ayant echoue en cours 
de route. Ce processus selectif progressif cree une grande 
competition entre eux. 

La structure ideale des personnels d'une faculte de theatre 
(question 26) fait une certaine unanimite. Le corps 
enseignant permanent devrait composer 50% du 
personnel. Les invites (plus particulierement les metteurs 
en scene), de 20 a 25%. Une variation apparait quant 
l'estimation du personnel auxiliaire (10 ou 20%) et des 
fonctionnaires, des ouvriers, du personnel de service (10 
ou 20%). Les diplomes du secondaire peuvent se 
retrouver dans toutes les autres categories, dans la 
mesure ou II s'agit de la diplomation minimale pour entrer 
dans le monde du travail. Un metteur en scene invite peut 
ne deternir qu'un diplome d'etudes secondaires. II ne 
saurait cependant etre integre au corps professoral 
permanent, si l'Ecole releve du Ministere de l'Education. 
Le nombre ideal d'enseignants qui devraient donner des 
cours a telle ou telle armee d'etudes de la section 
d'actorat (question 38) est evalue en fonction du 
personnel enseignant sous contrat permanent et des 
invites. Le pourcentage vane entre 65 et 75% de 
permanents et 25 et 35% d'invites. La proportion peut 
s'inverser en 4e armee. Cela correspond a la realite vecue 
dans la majorite des Ecoles. 

IV. SOUTIENS, COLLABORATIONS, ECHANGES? 
«L'ecole ideale est pour moi la maison de la creation» 
affirmait Monsieur Jean-Pierre Ronfard en 1976... 

En ce qui a trait aux rapports de collaboration entre une 
ecole superieure d'enseignement theatral et un theatre 
professionnel (question 32), on pense que de tels rapports 
de collaboration devraient permettre d'organiser des 
stages pour les finissants, des echanges de services, des 
auditions. Actuellement l'Ecole de Theatre du College 
Lionel-Groulx entretient des liens privilegies avec la 
Maison-Theatre (pour les enfants). La Salle Fred-Barry du 
Theatre Denise-Pelletier a souvent ouvert ses portes a la 
reprise de spectacles de finissants d'Ecoles. Les 
professeurs travaillant eux-memes au sein de theatres 
professionnels, vont pouvoir quelquefois inviter leurs 
eleves a des repetitions ou a de mini-stages. Ou encore, ils 

, 
choisiront de travailler avec eux a la sortie de l'Ecole. A 
mon sens, et c'est une opinion moms partagee, j'opterais 
pour une plus grande cooperation. Seules des ecoles 
offrant des formations specialisees poursuivent ce modele. 

Nous nous entendons pour souhaiter que fondations et 
associations non universitaires jouent un role au niveau de 
l'attribution de bourses, de 'Integration au milieu 
professionnel, et de l'aide a la creation. Quant a moi, je 
souhaite qu'elles offrent leur soutien aux organismes qui 
se consacrent au perfectionnement, a des services 
personnalises ou a l'acquisition de competences 
specifiques - des methodes enseignees de maniere 
extensive et en profondeur, qui puissent completer le 
«survol» issu du «Melting Pot» (question 41). 
Les conditions d'une bonne collaboration internationale 
entre les &ales (question 40) sont identifiees a des 
possibilites d'echanges de professeurs, d'eleves, de 
productions. Quant a moi je souhaiterais une meilleure 
cooperation basee sur une complementarite de 
competences et d'avantages. Le choix d'une ecole 
superieure de theatre a travers le monde 01:1 l'on voudrait 
enseigner (question 27) ou que l'on desirerait visiter 
(question 31), souleve des interets divers. Dans le reel, 
seule l'UQAM a ses entrées ailleurs dans le monde grace a 
certains professeurs qui ont etabli des reseaux d'echanges. 

Quant il s'agit de designer un expert international 
quebecois (question 45), il est a noter que Monsieur 
Jacques Rossi soutient qu'«il y en a un chez nous qui 
possede cette stature et c'est Jean-Pierre Ronfard», co-
directeur du Nouveau Theatre Experimental. Cette meme 
personne avait ete l'un des signataires du rapport Black 
avec Monsieur Gilles Marsolais. II avait deja trace, en 1976, 
le profil de ce que devrait etre l'ecole ideate, en annexe 
dudit rapport. «L'ecole ideale est pour moi une maison de 
la creation

6
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-  EN GUISE DE CONCLUSION 
" «Le monde universitaire du theatre dolt dialoguer sans 
; cesse pour devenir plus performant.» (selon Monsieur 
Corneliu Dumitriu, Directeur de la Chaire UNESCO de 
l'Institut International du Theatre7.) 

40 La performance des artistes quebecois et leur excellence 
etant reconnus partout dans le monde, paradoxalement 
l'interet ne semble plus chez nous accorde a la creation, ni 
a la formation. Le theatre est devenu, au cours des trente 

1 
 dernieres annees, une enorme industrie culturelle. Ce qui 
va de pair, sans doute, avec la montee de la 
mondialisation qLa creation, c'est de l'auto-exploitation» 
affirme depuis plus de vingt ans la pens& dominante. 
Devrons-nous dire bienteft la meme chose de 'education 1448601010".  
theatrale superieure? II me reste a souhaiter que 'etude 
menee actuellement par la Chaire UNESCO debouchera 
sur des projets qui continueront a stimuler des echanges 
de haut niveau entre ses membres. Qu'il me soft permis 
ici de remercier chaleureusement mes collegues 
quebecois, Monsieur Andre-Louis Perinea', secretaire 
general de 'Institut International du Theatre et Monsieur 
Corneliu Dumitriu, directeur de la Chaire UNESCO. 
Celui-ci, en me demandant d'ecrire cet article, a permis un 
echange particulierement instructif entre des collegues 
quebecois de longue date, tous aussi passionnes 
actuellement pour leur art qu'ils l'etaient il y a pres de 
trente ou quarante ans, quand ils s'amusaient déjà a 
reinventer le monde. 

I. MARSOLAIS, Gilles, ale rapport Black revisai», Cahiers de theatre Jeu numero 
100, Montreal, septembre 2001.3, p. 93. 
2. II {out se referer Ida ?ensemble de ['excellent article de Monsieur MARSOLAIS, 
qui fait le point stir la situation theatrale au Quebec, 25 ans apres le rapport Block. 
Op (it, pp. 86 a 93. 
3. Les quatre professeurs consuhes, lots du sondage effectue ?an demier par la 
Chaire UNESCO de l'Institut International du Theatre, et analyse dons le numero 3 
de la Revue Theater Studiesttudes Theatrales, travaillent au sein de dais 
institutions. Madame DIANE OUIMET, Monsieur JACQUES ROSSI et moi-meme 
enseignons a ?Ede de Theatre du CEGEP de Saint-Hyocinthe. Je me suis permis de 
faire oppel aux opinions de Madame JO-ANN QUEREL (coordonnatrice du 
Departement d'Interpretation) et de Monsieur YVES NEVEU (adjoint a la Direction 
des Etudes), taus deux membres du Comae de Direction de lEcole, afin de mieux 
sorsa la situation °dude de cette institution Monsieur ALAIN FOURNIER et 
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