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THEATER TEACHING IN BRAZILIAN SCHOOL EDUCATION 
 Ricardo Ottoni Vaz Japiassu ¹
Theater and Education 

The Arts still be seeing without apropriate attention by those who are responsible for national standards and elementary teachers’ curriculum in Brazil. Although contemporary formal education aims seem to be oriented to an holistic formation of human beeing (Saviani, 1997), Arts teaching in brazilian school education goes conceived by many teachers, school workers, students’ parents and students themselves as unnecessary, featured as  leisure, recreation or luxury – only permited to children and teens of high economic classes.

The studies in the line of research called Theater and Education need familiarity with vocabulary and learning of this two large and complex human knowledge areas. Since Classic Antiquity greek philosofers like Aristóteles and Plato or italian like Horácio and Sêneca wrote about some aspects of the relations between Theater and Education. But a specific literature on Theater and Education will only emerge in middle nineteen century.

According to Richard Courtney (1980, p. 42) the first formulation of a dramatic methodology to be used in schools was Caldwell Cook’s The Play Way, published in England in 1917. Courtney states also that the importance of Theater in Education was reinforced by Jean Jacques Rousseau’s educational thought spreed in many countries.

Rousseau’s pedagogy gave emphasis to the chid activity in school tasks and advocated  play as an important source of learning. His ideas found a fertile soil in Active Education movement guided by the notorious american schoolar of Columbia Universty, John Dewey. From the beginnig of twenty century that movement for an Active Education became stronger in many nations and, in Brazil, the movement was called Escola Nova (New School). One of the main brazilian defensors of an Active Education was a teacher from Bahia called Anísio Teixeira that had been in touch with John Dewey’s ideas when he was a graduated student in Teacher’s College of Columbia University from 1928 to 1929.

The studies on pedagogical implications of Theater necessarily are linked with ideology implicit in education theories through social-economical and politics history of ocidental societies (Courtney, 1980). Rousseau’s thought was advocated through Active Education by many educators and psychologists like Claparède, Decroly, Freinet, Froebel, John Dewey, Montessori, Pestalozzi, Piaget, Wallon, Vygotsky - and Anísio Teixeira, Fernando Azevedo and Lourenço Filho, in Brazil. With no doubt, Active Education movement gave Theater, in school education (specially in elementary schooling), some epistemologic and psychopedagogic status.

The inclusion of Theater as content of children, teens and adult formal education curriculum, in ocidental society, walked side by side to the mass schooling process that featured the democratization of non religious teaching in twenty centurydeu-se com . Aníbal Ponce (1995), a history education investigator from Argentina, helps us to understand the democratization of schooling when points that bourguese class could not say no to people instruction, as the dominat classes had done during Antiquitiy and Feudalism, in part because of the fact that all sofisticated machines, criated by industry, could not be managed by an unnqualificated or no schoolarized worker.

It’s not difficult to have in mind that the needs of more and more inventions by Industry had empowered ArtsEducation movement, specially through the importance of creativity to new machines inventions and industrial products new designs in late nineteen and early twenty centuries. Arts Education was seen as something very usefull to increase industrialization of societies. So it’s not wrong to say that it came inside schools, above all, because Industry needs. Aside those factors of economic order, the childhood and children view were beeing changed radically because of Psychology development as a science. Considered as an important feature of human inteligence - and medium to reach problem solving - creativity began to be stimulated in school education within a liberal progressivist thought based on Active Education movement. Education through the Arts was conceived originally as a way to reiforce all those ideals such as “free expression” and people’s “free inciative”, necessary to citzens of a democratic and capitalist society. 

Theater teaching was so seen as an eficient resource to stimulate students’ creativity.  But, of course, this is not the same as to say that Theater was out of classrooms before twenty century. It’s known that school dramatizations and play lectures in Latin ocurred inside schools and universities since Middle Age. In those days, pedagogic work with Theater in schools were featured as a play presentation in the end of academic period or the use of classical plays dialogues in vernacular or strange languages classes (Courtney, 1980).

From the second midle part of twenty century, reiforced by the spreed of the Education through Art movement (Read, 1977), Theater and its pedagogical dimension began to be thought since a point of view that looked for regognize its importance in school education beyond its instrumental use in developing creativity, subjects’ free expression or way of learning important content of school curriculum. This new approach of Theater teaching called essencialistic by Eliot Eisner or, as I prefer call, aesthetic was based in theater language specificity and at the same time on its psychopedagogic foundations. The center of this conception is the understanding of Theater as a semiotic representational system, as a specific kind of artisitc expression, as language - accessible to every human beeing and not only to a few ones (theater professionals or amateur theater fans). 

So the Arts, understood as human semiotic expression forms, that is, as simbolic representional process to communicate human thought and feelings, makes people regognize its importance in students fromation over a new basis. It’s known, now-a-days, that the main feature of distiction between human beeing and other animal species is social-cultural use of symbols in comunication and on controlling and organizing new forms of behavior. Such use of symbols, as psychologic tools, afect in an irreversible way human mental functioning and the structure of relations between subjects inside and between cultures (Vygotsky, 1987).

As a medium of comunication and expression that articulates plastic, ear-visual, musical and linguistic features in its aesthetic specificity, Theater began beeing recognized as a form of kowledge capble of putting in movement, and guiding sensor-motion, simbolic, affective and cognition dimensions of subject’s activity as much as an useful tool in critic comprehension of human cultural reality.

The findings on pedagogic, terapeutic and semiotic dimensions of Theater interact with aesthetic research that was looking for renewal of theater language along all twenty century. The contemporary experimentation and aesthetic proposal influenced and still influencing different approaches of Theater in Education. Today, there are a vast collection of possibilities, like a mosaic of proposals to the work with Theater in Education related to believes, ideologic and political compromisses, and aesthetic preferences of all those who use and defend it in schools. It will be presented below some of main conceptions of Theater in Education that had influenced theatrical pactices in brazilian education.

Some Approaches of Theater in Brazilian School Education

Comon sense, at least in Brazil, understands Theater in Education only as an eficient way of learning other non-theatrical contents and disciplines of curriculum or as a medium to reach generic pedagogic goals as subjects’ creative thought. That instrumental conception of Theater reduces its virtual potentiality and is called Play Way. Basically, the Play Way is a didatic resource that consists in dramatic representation of situations in witch students are called to take part in order they can learn contents of any disciplines than Theater (dramatization of important facts in History classes, for example). 

The introduction of theater and other Arts in school education gave rise to the discussion of Arts relevance to student fromation and school curriculum. This discussion are not concluded yet and it is possible to identify many different points of view that try to justify its educational value and importance in schooling. 

The arguments that were used to justify Theater teaching in school education in Brazil were, at the very beginning, istrumental ones. But, as time passed by, those arguments began crying the singular contribution of the Arts itselves to human cultural development and personal growth of people. This make comes to surface a new perspective of Arts funtion in school education: the aesthetic approach. This new approach, diferent from instrumental perspective, states that the Arts are too important to subject’s formation because they are high mental semiotic representational systems. According to such a point of view it is very important to children to know those arbitrary and convetional symbolic systems, conceived as powerful tools to human comunication process and comprehension of culturally established reality. To aesthetic approach, the goals of Arts teaching in schools are not to make children an artist but to stimulate their fluency and competence on understanding artistic products.

Any Theater approach in Education, instrumental or aesthetic, are linked with educational policy of countries and usually based on psychologic theories of human cognition development. One of such theories that had been still called to help Theater-Educators arguments in Brazil is Piaget’s genetic ephistemology, developed from his researches on child development in Jean Jacques Rousseau Institute in Geneve, Switzerland.

Piaget’s cognitivist conception of simbolic play approach

In his Theory of Cognitive Development built along many decades, Piaget (1896-1980) gave enphasis to the emergence of symbolic function and examined carefully the symbol formation in child’s mind in one of his books. In that study he had divided his investigation in three parts: the first one discusses the imitation gênesis, the second one the symbolic play development and in the third and last one the features of cognitive representation. He tried to confirm two hypotesis in that study witch of them are: 1) functional continuity from Sensor-Motion Thought (practice inteligence) to Conceptual Thinking (operatory inteligence); 2) The kind of interaction between different ways of representational thinking featured by him (imitation, symbolic play, imagination and dream).

Making use of protocols related to Jacqueline, Lucienne and Laurent’s behavior (his sons) from their fisrt day of life to the beginning of their adolescence and of other children’s ones in school age that study in Child’s House in Geneve, Piaget tried to demostrate the facts that could prove the validity of his theory in the study of emergence and development of symbolic function. In that study he examined specially the issue of primary symbolization (conscious symbolization in play like a pen used as an intergalatic spaceship) and secundary or unconscious symbolization (images that are attached to subject’s desire and impressions witch signfication still out of his counscious; for rough example: one child that had been forbidden for their parents to go to play outside home playing with her dolls of going for a walk). The approach of unscouscious symbolization is the starting point to Piaget analyse and coment some post-freudian psychoanalitic approach of play that make him recognize their relevance for the fact that there are in play much of uncouscious symboliztion. He pointed Anna Freud, melanie Klein and Lowenfeld works (1978:218).

Piaget’s conclusion that the Symbol  (child dramatic play) was a part of subject’s “natural” strategies in order to assimilate reality and that it was an intermedary step between exercise (sensor-motion activity before symbolic function emergence) and Rule (games guided by explicit rules between more than one subject) had a strong impact in terapeutic and pedagogic soil and contributed to people regognize dramatic play and theatrical practices relevance in child school education curriculum and children psychoteraphy. 

Although post-freudian psychoalitic approach had a unique contribution on the study of how dramatic play can help children with affective troubles and disturbed behavior, here, in this article, the terapeutic approach of Theater that calls much more our attention is that one founded by Jacob Levi Moreno, described below. 

Moreno’s psycho-dramatical terapeutic approach of Theater

Aside Piaget’s genetic theory of development the terapeutic function of Theater was investigated by J. L. Moreno (1890-1974), first in Áustria and than in United States. His descoveries open way to educational use of ahat is called here, in Brazil, Pedagogic Psychodama ( psycodrama aplyed to workers trainning and approach of extra-theatrical contents of disciplines in school education curriculum).

Firs Moreno was dedicated to investigate ways of renewal theatrical language in stage. He criated what he called theater of spontaneity – developed in order to find an alternative to ocidental stage traditional convetions. His researches on his theater of spontaneity showed him the terapeutic value of Theater in helping people with disturbbed behavior and affective problems. That discovery made him go deeper on studying human psychologic mental functionning and gave mim confiance to state his psychodramatic terapy that was implemented through basically two procedures, until than, ever used before: psycodrama and socialdrama. 

Moreno alined with all those who were thinking new ways for Theater in the beginning of twenty century with his theatre of spontaneity. His proposal asks for active engagement of the audience in the action that was represented on stage, since an improved perspective that was not based on previous canvas nor on written plays. He advocated a theatrical action against what he called “cultural conserves”, that is, theatrical representation based on written plays and stage’s invariant form.

The experiments with his theatre of spontaneity made him pay attention to terapeutic effect of Theater, particularly after the Barbara Case. Barbara was an actress of his group, speciallized on playing roles of soft women. After her partner confission  – who was also an actor of his group – in witch he told Moreno that Barbara was very rough and hard in home privacity, absolutely different from the ways of roles beeing she used play in theater of spontaneity, Moreno began asking her to play rough and hard women in stage and proposed the couple to try show as exact as possible their conflicts on stage. Verifying, by Bárbara and her partner depositions, that their relationship became much more better after representing their conflicts in stage, Moreno began reflecting on emotional relief obtained with negotiation process of representing the situation lived in privacity of home by the couple in terapeutic theatrical sessions. Bárbara Case was, according to Moreno, the strating point to investigate deeply the terapeutic function of Theater (Moreno, 1994).

Moreno discovered that Theater can promote catarsis not only on the audience as stated Aristotle but indeed on actors. Based on this, he began his experiments that resulted on a terapeutic proposal. Moreno based his psychodramtic terapy on Aristotle concept of catarsis. It was catarsis relief and terapeutic effect aside spontaneous engagement of people on  improved dramatic reconstruction of traumatic situations in witch subject could play different roles and take another one’s perspective, watching he himself from different points of view, that Moreno could develop psychodramatic therapy: psychodrama investigates the private personality of subject and his catarsis and not the role played or its aesthetic value; socialdrama try to discover and drive to consciousness the intra and inter group cultural values (1974:249). In psychoterapy history, psychodrama and socaildrama  are a turning point in subject’s treatment since a freudian perspective. The suybject’s own analysis is conducted by his bodyly action on improved theater activity and not only based on his speech and thought. Subject’s gestures in theatrical terapeutic reconstruction are considered so important to his own awareness as the words he says.

The incorporation of a psychodramatical terapeutic approach of Theater in Education occurred by Moreno’s enphasis on “spontaneity”, “criativity”, “group work” and “emotional relief” in an improved theatrical activity. Many of his experiments were developed inside schools and some of his methodological procedures as self-avaliation and session’s protocols (written register made by subjects of the activity developed in a session) are still used (1974:188).

Diferent from post-freudian psychoanalitical terapeutic approach the psychodramatic therapy is based on subject interactions inside a group and not only in his own and solitary dramatic paly and its uncounscious symbolization through theater langage. Moreno states the use of many elements of theater espetacle like  spotlights, wardrobe, sound background and cenography. His proposal to projects of spaces to terapeutic representations that were accepted by some hospitals and schools in North and South America seem autentic theater building.

In Brazil, the psychodrama has been Moreno’s terapeutic procedure more studied. In brazilian school education, psychodrama has been investigated by Maria Alícia Romaña (1996) and Gleidemar Diniz (1995).

Brechtian learning play aesthetical-political approach  

Brecht, as Moreno, was aligned with the european artistic vanguard who was looking for new ways to Theater. But differently from Moreno he was engaged on research of Theater’s social function and proposed new statetments to ocidental stage’s conventions.  Brecht’s epic theater had as main goal the audience’s political and aesthetic education in order to change Theater and capitalist society. His ideas had a strong impact on brazilian approaches of Theater in Education as will be demonstred  along this article.

Bertold Brecht (1898-1956) was a german-jew play wrighter who devoted his life on formulating a theater that could be a tool of political fight in defense of anarchchycal-marxist ideal as eficient publicity of new work and power relations in socialist and comunist societies, created since russian revolution of 1917. Moved by his believes in comunist utopy, Brecht states his epic theater known as dialetic theater or intectual theater over his conviction against Aristotle’s catarsis concept - that one over witch Moreno had developed his psychoterapic approach of Theater. 

Brecht’s epic theater is oposes to Morenos’s theater of spontaneity and all conceptions based on Aristotle’s concept of catarsis. He tried to avoid the affective and sentimental audience’s reaction to what was represented on stage by what he called strangemment effect. Through that effect Brecht belived that the audience could be motivated to reflect on historical-cultural roots of roles and characters since a critical perspective, consciouslly elaborated. In Berliner Ensemble (theater company directed by him) Brecht developed a new way of playing roles and  staging plays in witch actors avoid contaminate audience with emotions presenting their roles in a epic form, narrative, far from audience’s identification wirh them. Only the social traces of roles played behavior had enphasis with no worry on vconstruction of their private lifes’ psychology. 

His new aesthetics was built over theatrical sygn coventionality avoiding any ilusionism. So, that request new playwritting. He himself wrote many epic plays to stage but also other ones called by him learning plays. The learning plays (Lehrstück) were conceived as “action models” and were not destinated to stage, but to free and improved action by the audience in a nonformal pedagogical perspective. Brecht’s learning play theory proposes a pedagogical approach of dramatic texts conceived as action models. The main goal of learning plays are not to be show on stages but the audience’s apropriation of contents, speech and nonsocial behaviour presented on them through free experimentation in a improved perspective (Apud Koudela, 1991:16). That is, they were part of a pedagogical activity in whitch people could be conscious of multiple signification of words and gestures. Brecht used them to make people conscious of their own force and action possibilities of  change human reality Brecht’s political and aesthetics pedagogical theory informs some theatrical practices in brazilian education, specially now-a-days. One example of such practices is Ingrid Koudela’s resignification of his learning play theory  (1991, 1992b, 1996).

Between Brecht’s political and aesthetics pedagogy of learning plays and Moreno’s psychodramatical terapeutic approach of Theater it is possible to find, at least, one common thing: their enphasis on improved theater, on freshness of theatrical ludic practices.

Peter Slade’s Drama as a way of learning approach
Peter Slade (1912-    ), english research of Theater in Education had developed a methodological approach of Theater in elementary school education through children dramatic play or child drama inside England pedagogic tradition of an education through art (Read,    ). Such approach of Theater in Education calls for child drama a central roll in school education curriculum like a way of learning different knowledges in an interdisciplinaire perspective (O'Neil & Lambert, 1990:11-16).

Peter Slade’s Child Drama was translated to Portuguese and published in middle seventies in Brazil. His book has been considered seminal to anglo-saxon’s approach of Theater in Education (O’Neil & Lambert, 1990:7) and had a strong influence in brazilian school education theatrical practices. Peter Slade distiguish in that book between dramatic education and theater teaching, advocating child drama in childreen school education as a play way to reach generic extra-theatrical goals (1978:18).

Slade defends an instrumental approach of drama in order to develop children “criativity” and “moral and free personality expression”. The anglo-saxon’s approach states that Drama is not content (O'Neil & Lambert, 1990:7). In Brazil, that approach has been investigated by Beatriz Ângela Cabral Vaz (1984) professor at State University of Santa Catarina - UDESC.

Spolin’s theater games system approach

Diferent from the preceding approach of drama in Education, Viola Spolin (1906-1994) created a methodological proposal of teaching Theater to children, kids and adults based on theater game concept. The organization of a Theater teaching proposal through theater games was made for the first time by Spolin ² since her research along almost three decades observing, analysing and guiding children, teens, youngs and adults interacting one onother through improviational theater activity in United States of America. 

The spreed of spolian theater games sistem had a strong impact in brazilian educational environment, specially from late seventies, after practical experimentation of her methodogical proposal by University of São Paulo-USP’s School of Arts and Comunication researchers in Theater-Education, guided by Ingrid Dormien Koudela – who also made the portuguese translation of Spolin’s book Improvisation for the Theater, published by Perspectiva Publishers in 1979.

Theater games are ludic procedures with explicit rules. The word theater according to Peter Slade has its origin in greek theatron that means any place from witch someone can see or view something (audience). He explains too that the word drama, also from greek language, means to do or to fight (Slade, 1978:18). In dramatic play, that is, in drama, everyone is “actor”. In theater game, people who play can be diveded into groups or teams that succed one another in play area as “players” and “audience”. That is, people play intentionaly to others that watch them outside play area. In ontogenesis theater games succeed dramatic play (make-believe play). That transition from dramatic play to theater game in child cultural development may be seen as a very slow transiction from a spontaneous behavior without child awareness of it and the conscious and intecionality of behavior in order to communicate something to the audience (Koudela, 1992a:45) 

Theater games are played to the audience. It is a process that is developed since an improved action and the roles of each player are not established from outside play area, coach/teacher suggestions or dramatic literature. Those roles emerge from interaction within play. The goals of theater games in children education is their personal growth and cultural development through manegement and learning theater language. The basis of theater games are the same as improved theater, that is, the comunication that emerges from spontaneity of subjects interacting mediated by theater language in order to solve a theatrical problem of acting.

The problem solving system adopted by Viola Spolin’s methodology of Theater teaching let subjects freely, actively and bodyly engaged on looking for original solutions through a ludic activity (improvisational theater proposals over a game structure). She intoduces some fundamental procedures to get good results:

1) focus or player’s point of attention during his looks for solution of those problems presented by coach/teacher;

2) instruction cryed by coach/teacher, aside play area where game is played;

3) audience of teams’ action in play area formed by other members of the group;

4) teams’ own evaliation  and audience evaliation of performances in play area based on focus’s parameters. 

Spolin’s system had been used not only in acting coach but in study programs of nonverbal comunication and group dinamics. In United States it had been adopted by teachers’ treinning programs and many other ones not necessarily related to Theater. Her proposal although originally related to Theater teaching in a aesthetic perspective does not exclude its instrumental use by different areas of aplication. Spolin’s proposal had been the basis for a great number of theatrical practices in brazilian schools. Her theater games system is one of the main theoric references for theatrical school education practices in Brazil and had been studied sistematically by many researchers in Theater-Education like Ingrid Koudela and Maria Lúcia Pupo, professors at Universty of São Paulo-USP.

While anglo-saxons’ drama approach enphasis is on dramatic education instrumental character, Viola Spolin’s theater games system makes possible call for Theater its own space in school education curriculum. The pedagogical work over Spolin’s methodological proposal make possible for the children develop the theatrical doing (when they paly the games), exercise their aesthetic comprehension and apreciation (when they watch others in play area) and contextualize historical and socially what they want to say through theater language (when they selves-evaluated themselves and one another). 

Boal’s theater of opressed pedagogical approach

Viola Spolin’s theater games system influenced criation process of many theater companies and amateur groups around the world, specially, those that were interested on develop the improvisational dimension of Theater and looking for banish actors’ mecanical stage performances. 

Augusto Boal (1931-   ) playwritter, play director and brazilian politic of Labour Part, after beeing studying in Columbia University’s School of Dramatic Arts, where he probably knew Spolin’s system, , criate along middle sixties, at Teatro de Arena (that means open stage in english) of whicth he was main director, in São Paulo/Brazil, a brazilian genuine theatrical aesthetic inspired on Brecht’s epic theater and Paulo Freire’s proposal of education called Pedagogy of Opressed.

Boal’s proposal was called by he himself theater of opressed. Theater of opressed consists, basically, of procedures of improved theater that is oriented to transform traditional material relations in capitalist society through politic awareness of audience.

According to Boal, brechtian stage plays’ aesthetics had deeply influenced Arenas’s productions aside his look for new solutions of finantial problems to put on stage its theatrical productions. The way found was called  curinga system (curinga means joker in english). 

In Boal’s curinga system (1991:213-220) there is no distribution of roles between actors but functions, according to the general structure of conflicts in the play to be showed. These functions are four:

1) Protagonistic Function – The only function in witch there is a permanent conection between actor and role. The protagonist does not has to be the main role;

2) Curinga Function – The curinga actors can play any role in the play including the protagonist, specially when there are any kind of “impeachment” of its realistic-naturalistic reality. The curinga-actor consciousness might be the same as the playwritter or play director. All theatrical possibilities can be used by curinga-actor.

3) Chorus Function – There are two kinds of chorus in Boal’s curinga system:

a) Deuteragonistic Chorus- All roles that give suport to the protagonist as say roles that represent the same idea of the protagonist also called Hero’s Chorus;

b) Antagonistic Chorus – Roles that are against protagonistic goals and ideas called too Anti-hero’s Chorus;

4) Orchestra Function – Composed by three musicians that may also sing and play instruments of cords, breeze and percution. 

Boal  states that each chorus must not have a fixed number of actors because this number can vary according to scene necessities and that each of them has its corifeu (leader). He points that there may be only two kinds of clothes in play: the clothes used by each function and chorus and the clothes used by the protagonist. He also explains that actors and actresses can play both male and female roles in each function except when in protagonic function.

Aside that coach structure, curinga system must have an invariant show structure to any play. That show structure has seven action units:

1) Dedication – Composed by a song, a text, a scene and another song, before actors dedicate play show;

2) Explanation -  It is a break on dramatic action continuity that must be written in prose and that is always said by curinga. It is a way of putting the action according to the perspective of whom is describing it and can use any conference resource like slides, poems’ lecture, documents, letters, newspaper’s notes, movies, vídeos, maps etc. It also can remake scenes in order to correct them or enphazise them - even if they were not written by the playwritter. The first explanation must present actors, playwritter, director, goals of show etc;

3) Episode – It enacts scenes that are more or less interdependent; 

4) Scene or Throw – Are dramatic units with end in itselves that may present at least one new data in qualitative development of dramatic action. They can be constituted by dialogues, songs or even a poem (discourse, new or document) lecture - since they print any qualitative change in the conflict of forces in dramatic system; 

5) Coments -  They intertenwin scenes one another and may be written when possible in verse sang by chorus’ leaders or orchestra or also by both of them;

6) Enterview – It does not has a specific moment to happen in show structure. It will only occur when it did is necessary. It’s like enterviews in some spetacular practices like sport competitions when sport journalists ask questions to teams’ coaches, audience and players about what is going on in dispute;

7) Exortation – The curinga asks for the audience action over reality according to the issue discussed by play. This can be in shape of a poem, a song or both of them. 

Boal states that a play show through Cutinga system may be divided in two times and that the first of them  must have one more scene than the second one. Developing Curinga system, Boal and Arena take off from actors, symbolically, their character’s private property. Aside looking for a Poetic according to Arena’s understanding of the world and believes, other reasons like economic ones, contributed to its necessity of creatting alternative scenic solutions to its productions. This search for an authentic brazilian scenic aesthetic made the group develop its Curinga system. But Arena’s political fight against brazilian military dictatorship, in defense of a socilalist country, put in check the traditional show square of Theater (actors who act to an audience that only watch them) and its pedagogical and moral features of its plays.


Boal reports that one special happening, after a play presentation by Arena to a camponese assossiation, in a small vilage at Brazil’s northeast, gives up definitively the theatrical phase of the group, and jumped it in the exciting adventure of proposing the opressed poetic – that goes further beyond putting in scene dramatic texts. In his Desire’s rainbow: Boal’s method of Theatre and therapy (Boal, 1992), he refers to this turning point that made he and his group construct a new qualtitatively different conception of Theater phenomena: “After that meet – meet with a concrete landsman and not with an abstract one – traumatic but highligtened, I never did no counseller play any more, I never did sent any message” (P. 17-19) (Signed words by me)

The next step on his theatrical pedagogy development was to make stage acess free to public although Boal states that his opressed Theater was not planned priorly in his mind. In 1973, He was invited by the socialist government of Peru to contribute on its National Total Alfabetization Plan – ALFIN which main goal was, then, make all people from Peru read and write in spanish. The ALFIN objective was to try unify its population through spanish. According to Boal (1991) the peruan revolutionary government plan was developed in two directions: First, make people fluent in spanish, with out banninshing its many different vernacular languages; and second, as the revolutionary government of Peru understood that people who does not read or write in spanish was just persons who do not know how to express and to communicate one another in a specific language – spanish in this case –, its proposal was to make all people fluent in every possible comunication genres, specially the artistic ones like Theater, Photograph and Movies. Boal calls attention to the fact that ALFIN had in mind that “all idioms are languages, but not every language are idiomatic ones” (p. 137). From this perspective Theatre was conceived as a language that could be managed by anyone – and not only by those people who had “special hability” to be on stage.


Boal’s method of transforming one in audience into actor was structured in four different moments:

1) Body Knowledge – exercises in which someone begins to know his own body, its limits, possibilities, socially imposed deformations and its expressive potential;

2) To Make The Body Expressive – refers to many games in which each person beguins to express her/himself through her/his body, trying to avoid logocentric ways of comunication and understanding;

3) Theater as Language  - consists on improve theater practices themselves, and it is divided in three parts:

I) Concurrent Playwritting – Audience “writes” the play with the actors, that is, the scenes are presented until the point in which the central question is brough to the surface and needs to be solved. At this moment, the actors stop playing their roles and ask the audience possible answers to the problem preseted. After this, by improve action, the actors play the solutions sugested by audience – who can correct the actors in their clues and actions over stage;

II) Picture-Theater  – The audience use the bodies of those who watch the play to express and suggest a solution to the problem presented by the actors. The audience is asked to express its opinion only by using people to compose a picture in which the solution is shown. One by one, people in the audience can change (totally or in part) the first picture. What really matters is to reach a coletive consensus about the picture (real picture). When this happens, than, another person from the audience is asked to built a new picture showing a solution to the social problem presented in the first composition (ideal picture). This two pictures built (real and ideal) by colletive reflection, a third one is asked to show, in his opinion what whould be the transition between the real picture and the ideal one (transit picture), as to say, how concretelly the social problem shown could be solved; 

III) Discussion-Theater or Forum-Theater – It is like concurrent playwritting but, this time, the audience plays roles on stage. Anyone can propose a solution but through his/her engagement on improve theater with the original actors of the play; 

5) Theater as Discourse – Dramatic and theatrical forms of acting formulated by Boal. They are:

5.1.Theater-newspaper – Diverse thecnics that permit the transformation of newspaper’s news or news from any other non-dramatic material into theatrical scenes, like: 1) basic reading (news are read apart from the context of news paper page); 2) cross reading (two news are read in an altrernate fashion and this way they contribute to broad the comprehention one another); 3) complementary reading (to a specific news is attached data and other information not revealled at all by newspaper); 4) rithmic reading (news are song in a conventional rithm that can put listener crittically far from it); 5) paralell action (aside news reading players develop nonverbal representation of the facts related in it, illustrating and contextualizing them. Example: an economic apell discourse is said by a very fat minister eating a profusion dinner);

6) improvisation (the news are improvisated theatrically, experimenting its multiple possiblilities); 7) news history (news are read aside other facts that permit contextualize it historically in different political-economical-social momentsa); 8) reforce (news are read, sang or danced using slides, jingles and publicity material related to it); 9) abstraction’s concretion (theatrically players represent concepts implicit to it. Examplo: if a news speaks of torture or hangry, it is shown a torture session or a concrete situation in whitch someone is hungry); 10) text outside context (the text of a new is decontextualized and shown theatrically in a situation that reiforces new possibilities of its meaning and sense). 

5.2. Invisible Theater – Consists in playing roles in public places not explicitaating to any eventual observer that it is a theatrical activity. Most polemic and radical proposition of Boal, ataccked by many critics and Theater researchers that do not consider it authentically theatrical because there is no explicit accordance between players and audience thar it is a strictlly theatrical activity. This kind of action was very efficient and usevfull in agitprop and people counsciousness; 

5.3. Theater-photosoapopera – The argument of a photo-soapoera is shown to players who then may represent it theatrically by imporvisation. It is not said to them that is from a photo-soapopera. After they had presented their improvistion the original argument is submitted to them and then a discussion is held fucusing the similarities and differences observed between argument and improvisation presented; 

5.4. banishmento of repression – Consists in asking to a participant that she/he try to remember something happended to her/him that gave rise to the feeling of being oppresed. The participant deposition is theatrically reconstructed in the most close way to her/his words. Foward, the preesentation is again developed investigatiing how would be its possible or virtual development if the subject did not have accepted the role of opressed;

5.5. Mith-Theater – Try to investigate what is behind a mith. A mith is told to the participants and then follows a discussion in order to identify in it tehe material production and power relations implicit in it; 

5.6. Judgment-Theater – In this mode, one of the participants is asked to tell the group a real or fictional happenning to be theatrically represented by them. Presented the impovisation of it, all participants are invited to analyse each character and all roles related to her/him, electing a symbol to each role of a specific character. For example: a policeman can be subdivided in worker (find a symbol related to it), midle-class borghoise (find a symbol related to it) and repression agent (find a symbol related to it). After that, subsequent presentations are presented making different combinations of symbols related to a character. The main aim is to discuss the importance of a specific social role in the comprehension of a character; 

5.7. Masks and rituals – Consists of studies on cultural-historical condittionments imposed to the behaviour of a subject/character. Masks usully used in social rituals are discussed. The participants are invited to present a same ritual experimenting different social masks implyed in a role. For example: a wedding party is theatrically represented and the role of father is developed according to the masks of a rich man or a worker.


Boal explains that in theater of opressed the audience is transformed in actors, because they do not accept that a character think and act in their place. This new role of adience represents the liberation of observers of the opresion imposed by theatrical tradition. Theater of opressed is interested in Theater as a cultural, aesthetic an pedagogic action that can lead and rehearse an economical-political and historic revolution in human societies. 


At the ends of eighties, Boal began a critical review of his ideas and states the legislative theater (1996:32-42). The coming back of Boal to Brazil, after political anisty of enemmies of Dictatorship, in 1986, was promoted by Darcy Ribeiro - vice-governator of Rio de Janeiro in that time. Boal was asked to develop his ideas of education through Theater in state public education schools. This conducted him to the partidary policy under the flag of workers’ party (Partido dos Trabalhadores – PT) and gave mim a chair in the Parlament of  Rio de janeiro City. Then, begins his legislative theater. Thorugh his ‘coringas’ and forum-theater, Augusto Boal listened his political bases and according to their expectations he formulated Low projects to be presented to Rio’s City Parament. Endding his madate his legislative is interrupted because he was not reconducted to Parlament by popular vote. Then, Boal drove his research to investigate the therapeutic dimension of Theatre that makes him, now-a-days so close of Moreno’s approach and that was initiated in Centre du Théâtre de l'Op​primé - CTO in Paris, France, where he was living along to decades while there was dictatorship in Brazil.


This new direction of his work made him formulate a method of theater and therapy named desire’s rain-bow. Basically, this method uses two procedures of his theatrical pedagogy: forum-theater and invisible theater. They however are directioned to help in psychologic disturb of subjects and gains a new intrumental-thearapeutic function. In forum-theater, the goals are in this case to make the subject aware of she/he himself and directed to the theatrical therapeutic reconstruction of traumatic happenings. In invisible theater, the subject rehearses a new way of being, according to the psychology of his private life, and experiments this new behaviour in real contexts with the help of ‘coringas’ – without possible observers’ awareness that is a theatrical action. Fiction and rality begin melted and the subject makes real what was rehearsed in a potential level.

It is not difficult to reach the conclusion that Brecht and Moreno’s ideas had a strong impact in Boal’s thinking. Spolin’s theater game system had also influenced him because many games proposed by her was appropriated and broadley used by Boal (1997 e 1998).  Spolin’s focus on the importance of audience inside a group, to the deveopment of a pedagogical theatrical process, is clearlly identified in Boal’s forum-theater proposal. 

All those approaches of Theater exposed above lead us to have in mind that each of them seems to elect the improvisation ³ as the main pedagogical principle of theater game. The spontaneity of subjects iterwoven by theatrical practices of a ludic nature is the condition without which it is not possible any apprendizenship of the very multiple possiblilities of theatrer language use.


It is necessary however to know in which conditions were possible the introduction and isertion of Theater teaching in brazilian school education, bearing in mind the very different approaches of Theater related above.

The obligatoriness of Theater teaching in brazilian school education 

Brazilian school education incorporated Theater teaching obligatoriness with the edition of the law 5692 of 1971. This law established the Artisitc Education obligatoriness from 5th to 11th grade. Artisitc Education was the name given to a discipline that shoud approach in an “integrated” form all artistic languages (Dance, Music, Theater and Visual Arts). But Arts teaching was formally introduced in curriculum by the law 4024 of 1961, in a non-obligatory fashion. Through this law was created, for example, a discipline called Dramatic Arts, offered in vocational highschools and some schools and vocational gymnasium. It was a discipline devoted to the specificity of Theater. Marli Bonome (1994), a brazilian researcher of Theater teaching says that with the dictatorship Theater was banished from schools and became rotulated as a dangerous enemy of political order.


Namming Artistic education so different and specific artistic languages, dictatorship government reduced the time destinated to the teaching of each of the arts in school curriculum that was then aproximatelly six hours per week to only two hours per week. Visual arts, Dance, Music and Theater became to be teached together in only two hours per week. 


The law 5692/71 was surpriselly received by teaching intitutions, because there was no licenced teacher to give that discipline. The first courses to prepare Artistic education theachers were created only three years after the law publlishing. This contributed to a deficit of prepared people to conduct such a pretencious dicipline that mixed four different and complexe artistic languages. The obligatoriness and authoritary fashion of its implementation put down any serious pedagogic work on it and corrupted the goals of specific artistic languages teaching.
At the begginig of eighteens the political openning of authoritary regim contributed to the addressing of many Arts teacher’s reivindications as the separation of specif artistic language and the criation of  graduate courses for teaching each language or kind of aesthetic expression. This was a fight developed specially at Brazilian Art-education Federation (Federação de Arte-Educadores do Brasil/FAEB).


The new education Law 9394 of 1996 separeted each different artistic languages and states the obligatoriness of Arts teaching.

NOTAS
1 Professor at State Universtity of Bahia-Uneb.E-mail: rjapias@attglobal.net
² There is a site in WEB dedicated to Viola Spolin and her methodological proposal in: http://www.spolin.com/
³ There is also a site dedicated to improvisational theater in: http://coulomb.uwaterloo.ca/~broehl/improv/index.html
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