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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 Montreall.

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 Marsozlais, has
improved reasonably well in the last 25 years .

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,
Eclll de Th&atre du CEGEP de Saint-Hyacinthe, I'Ecole
de Theatre du College Lionel-Groulx, the National
Theatre School of Canada and I'Ecole Superieure de
Theatre de I'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 t3heatre training in schools of higher
learning as a whole .

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 I'Ecole Superieure
de Theatre de I'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 I'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 I'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 I'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 to)? 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



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), I'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
Balcon. 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 I'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."
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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 I'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 assigh more importance to
teamwork training (65 to 70%) than to training the
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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,
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 I'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

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



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
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relationships should allow for internships for graduates,
service exchanges, auditions. Actually, I'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

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 ofMadame 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 I'Ecole Superieure de Theatre de "'UQAM. Monsieur /-é)LAIN FOURNIER is also associate dean of the

Faculty of Arts of UQAM. Since 1 995, I have been director of AUTOPOIESIS, Feldenkrais

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 modelis reproduced in the recent analysis by Monsieur Marsolais. Op. cit., p.92.

7. Dumitriu, Corneliu, Op. Cit, p.12.



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 ng
Conservatoire d'Art dramatique de Montreal .)

Le Rapport Black, redige en 1976 en partie par Monsieur
Gilles Marsolais, etait issu du Comite d'enquete sur la
formation theatrale au Canada. Il 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 déja bien assuree par les ecoles existantes en
1976 et, selon Monsieur Gilles Marsolazis, s'est
passablement amelioree depuis 25 ans .

Rappelons qu'il existe actuellement six ecoles
professionnelles au Quebec: le Conservatoire d'Art
Dramatique de Montreal, le Conservatoire d'Art
dramatique de Quebec, I'Ecole de Theatre du CEGEP de
Saint-Hyacinthe, I'Ecole de Theatre du College Lionel-
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Groulx, I'Ecole Nationale de Theatre du Canada et I'Ecole
Superieure de Theatre de I'UQAM. Les trois plus
anciennes ecoles (les deux Conservatoires et I'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 I'image d'ensemble du systeme
de I'enseignement superieur theatral au Quebec .

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

Les Ecoles de Theatre au Quebec offrent des programmes
divers. Dans les Conservatoires, on s'occupe uniguement
d'Interpretation. Dans les CEGEPS, on retrouve des
programmes d'Interpretation et de Production,menant
ob@lltion d'0MDiplome d'Etudes Collegiales. A I'Ecole
Nationale de Theatre du Canada, on dispense des
programmes d'Interpretation, de Production, d'Ecriture
dramatique et de Mise en scene. A I' Ecole Superieure de
Theatre de I'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
Endlnemertdu theatre. La duree optimale des etudes
dans I'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 I'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 I'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. Selon 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 I'Histoire du theatre et de la Mise en scene
(25%), I'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/ I'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
I'accent sur les disciplines techniques (en ajoutant
I'Tmprovisation 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), I'Histoire du
theatre et I'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 I'Etude
critique de la pratique theatrale, soft I'Ethique
professionnelle et la Gestion de carriere, soit la Theorie
de reducation somatique alliee a I'Anthropologie theatrale.
L'interet accord a la Gestion de carriere et a I'Education
somatique semble specifiquement quebecois. Dans lereel,
ce plan ideal se rapproche de ce qui est enseigne a I'Ecole
de Theatre du CEGEP de Saint-Hyacinthe et dans le
programme de perfectionnement d'AUTOPOIESIS. A
I'UQAM oli beaucoup plus de temps est accorde a la
theorie, rinteret particulier accorde par les etudiants a
I'organisation et a la gestion de production theatrale
confirme cependant I'existence d'un courant tres
pragmatique dans la communaute quebecoise.

En ce qui concerne les cing 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 rappo