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The experinmentation devel oped during the twenties and
thirties by Brecht has been researched in the seventies
in Germany by Reiner Steinweg who was a visiting
prof essor at the Theater Departnment of the University of

Sado Paul o and finds a great interest also in Brazil.

My pedagogi cal practice at the University of Sao
Paul o goes out fromthe grandnmother of inprovisational
theatre, Viola Spolin. Spolin (Spolin, 1963) originally
establishes a difference between dramatic play and gane.
The nost inportant difference lies in the relation to the
body. The pure fantasy, that is still characteristic in
dramatic play is substituted in the |earning process wth

the Theater Game and its consci ous physical



representation. Here | nust introduce the principle of
physi calization (Spolin, 1963) that addresses an

irreflected imtation - a nere copy.

The origin of Spolin' s concept goes back to
St ani sl awski (Stani sl awski, 1961) who spent the | ast
years of his |life dedicating to the theory of physical
actions. The concept of physical action was al so
consi dered by Brecht as the nobst inportant contribution
of Stanislawski for a new theater. Spolin, a Russian
imm grant in the USA brought inmportant contributions for
a productive applicability of many stani sl awski an

concepts.

In my approach to the Theater Gane (Koudela, 1984) |
propose that the nethod is not an approach to the art of
acting or directing. The Brazilian approach to the
Theatre Gane was devel oped as a | earning nethod, to be
practiced by children, young people and community

t heat er.

THEATER GAME AS A CONSTRUCTI ON GAME



The piagetian concept (Piaget, 1932) of construction
ganes does not classify these ganes as a category in the
genetic evolution of the child. Piaget defines the
construction ganmes as instrunments that devel op human
creativity - towards an aesthetic education and artistic

pr axis.

The child s expressiveness is a sensible
mani f estati on of egocentric synbolic intelligence. The
copernic revolution that goes on as the child transcends
t he egocentric conception of the world by the ego
decentralized conception. Intelligence growing initiates
at this point of the evolution of the process of thought
reversibility. This principle of reversibility wll
operate the internal transformation of the child s synbol
notion. Integrated with thought or abstract thinking the
egocentric assimlation that still characterizes synbolic

play is substituted by creative inmagination.

Establishing a co-relation with piagetian thinking,
the greatest contribution of Vigotsky (Vigotsky, 1978)
lies in giving enmergency to processes that are enbryonary
present but that are not still consolidated. The zone of

proxi mal devel opment is stinmulated by synbolic plays



(dramatic play), by the rule ganes and by construction

ganes.

I n Vigotsky' s perspective, the Theater Gane is a
construction game where the consciousness of the magic if
is gradually devel oped, towards the articulation of the

theater artistic |anguage.

During educational intervention of the Theater Gane
teacher is nost inportant as he/she will challenge the
| earni ng process of reconstruction of meaning. The zone
of proxi mal devel opnment changes radically the concept of
eval uati on. The eval uati on proposals of the Theater Gane
teacher are no nore retrospective (what the pupil can do
by hinmself) and become prospective (what the pupil wll
be able to be). Evaluation then will begin to be

propul sive in the | earning process.

The zone of proximal devel opment as an eval uati on
principle pronotes, with particular success, the
construction of artistic fornms. In the Theater Gane, in
t he process of aesthetic formconstruction, the child
establishes with his peers a working relation where

creative imagination - the synbolic play - is combined



with the practice and consci ousness of the game’s rule
that interferes in the collective artistic act. The
Theat er Gane passes necessarily through the establishnent
of group agreenent, by rules that are accepted between

game partners.

DAS THEATERSPI EL

As is pointed out by Benjam n (Benjam n, 1981), the
si npl est approach to the Epic Theatre can be achi eved
goi ng out fromthe concept of Theaterspiel. The
exam nation of the Theaterspiel in Brecht suggests
si mul taneously new questi ons. Does the Theater Gane
achi eve | earni ng/teaching objectives that are specific,
that belong to theater and can only be learnt in this

artistic | anguage?

I n contenporary amateur theater (of workers,
students and children) the liberation of the exercising
hypnosi s obligation can be felt in a special positive
manner. |t becomes possible to establish frontiers
bet ween the play of amateurs and professional actors,
wi t hout quitting basic functions of the theater(Brecht,

1967).



Theater, as a distinct public manifestation form
has its own Gestus that can be declared (or hidden)
t hrough the confession of theater as theater. The
hypnotic fields of the old theater of illusion suggest
that, by the opening of the curtain, a real world of

actions and passions w Il appear

The capacity of conplete transformation is known as
characteristic of the actor’s talent. If it fails,
everything will be lost. It fails when children play
t heater and with amateur actors. Sonething artificial
will be present in their play. The difference between
theater and reality appears in a formthat hurts

aest hetic appraisal (Brecht, 1967).

The nature of Gestus is dialectic exactly because it
i's, sinmultaneously, a synmbol and a physical action. That
confers the status of Gestische Sprache (gesture
| anguage). In his poem Theater of Al days (Brecht, 1967)
he narrates how this process of practical thinking is
organi zed. In the Streetscene (Brecht, 1967) the

consequences of the theater of aldays are proposed as



proceedi ngs for Epic Theater. The Streetscene has nodel

character. For Brecht there is no elenentary difference

bet ween Artistic Epic Theater and Natural Epic Theater.

Theat er becones the place of the philosopher (in the
sense given by Brecht who studi ed the Chinese and
Japanese culture) who reflects about historical processes
in the search for action. The Gestus concept acts exactly
on this nevralgic point or in this tension area between
hi storical and aesthetic states. The duty of pedagogi cal
work, in Brecht's view, is to have in mnd the concrete
and the abstract, in the fornms of gestures that have to

be operated dial ectically.

Generally one attributes different significants to
the Gestus concept in Brecht which accentuate their
formal or sociologic character in spite of his origin,
that is physical. The risk of these definitions is to
| ose the body. The gesture is of dialectic nature because

it is sinultaneously synbol and action (Benjam n, 1981).

THE COLLECTI VE ARTI STI C ACT



Mar xi st analysis in the fifties and seventies have
al ways described the Lehrstick as a one way street or as
a false way. In the consensus of specialists the
Lehrstick belonged to a transition period in the thinking
of Brecht that was followed, at the end of the thirties,
by the mature period of Epic Theater. Generally the
Lehrstick has been studied superficially, going out from
artistic and political points of view held a priori that

did not allow the access to his poetics.

As Brecht used for the first time the world
Lehrstick, in 1929, staging Das Badener Lehrstick vom
Ei nverstandnis, he had created not only a dramatic
typol ogy that has different character fromthe Episches
Schaust ick (Epic Show Play) but had also created a kind
of theater that is different fromthe staging in the
theater edification where the theater director searches
the construction of the Epic or Dialectic Theater, words
that Brecht |liked to use to define his aesthetic of

t heat er.

In the public denonstrations with the Lehrstick he
experienced, Brecht is not searching the show, the

communi cati on between stage and audi ence. The Lehrstlck



t eaches when we act in it. As a principle, there is no
necessity for an audience, although it may be used

(Koudel a 1990).

While the privileged stage of the Episches
Schaust ick (Epic Show Play) is the Schauspi el haus
(Showhouse, house where one shows the play), the
Lehrstick seeks for alternative stages. The Koll ektiver
Kunst akt (collective artistic act) deals with the passive
attitude of the spectator, of the consunmer of art through

the Apparat that | translate, updating, for nedia.

If art loses its authenticity, its aura, in a
soci alist society of the future, follow ng the marxi st
t hi nking of Brecht, there should be a negation of the
negation, which is realized as an act, provoking the
instauration of a political ritual. The staging of this
theater is conditioned by the participation of the
spectator in the theater act. | consider necessary, for
the realization of the artistic act, the active

intervention of the receptor in the work of art.

The pure theory of the Lehrstick does not exi st

anynore ... and certainly has never existed ... it is the



wi |l of searching sensorio-physical perception to bear
with the process of estrangenment of gestures and
attitudes what makes the brechtian pedagogi ¢ proposal

si ngul ar and revol uti onary agai n.

TEXT AND PLAY

In TEXTO E JOGO (Koudela, 1996), | describe ny
practice with Theater & Education at the Theater

Departnent of the University of Sdo Paul o.

The pedagogi cal reading of Brecht’s proposal for a

Handl ungsnmuster (a nodel for action)in the didactic
process with the Lehrstick (Learning Play) is the basic

structure for the proposals | want to expose now on a

t heoretical |evel.

Brechts Learning Play is a dramatic formwitten for
young people and children. The sub-titles of these plays
are for exanple Play about dialectics for children, in
Hor aci us and Curi acius or School Opera, in The Yes Sayer

and The Not Sayer.
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The schematic structure of this dramatic typol ogy
pronmotes the insertion of the receptors’ own contents who

becomes the author/actor of the Learning Play.

...exactky the nost arid form the |earning play

creates the npst enotional effects.

and
as | did not know what to do with the old
theater of identification, not even with the best wll,

| created the learning play (Brecht, 1967).

The dramatic structure of the Lehrstick permts to
cut the witten text with scissors. The epic character of
this dramatics proposes fragnentation and rupture with
linearity, through dialectic discourse, that permts the
sel ection of parts and the work in little units.
Sonetines the dramatic text can be constituted by sone

lines only.

In ny approach the Theater Ganes hel ped nme to
i ntroduce the sensory-physical |level of the learning in

t he process. This way, the problematization of the text



begi ns by the physicalization (Spolin, 1963) of gestures

and attitudes.

The rel ationship between the inprovisational theater
and the fixed nodel for action (poetic text) creates the
sem otic process of construction of meani ngs through the

| anguage of poetry and gestures.

The Kol |l ektiver Kunstakt (collective artistic act)
that the poiesis with Brecht’s nodel pronotes,lies in the
observation of the players daily life. The gesture has a
begi nning, a mddle and an end that can be fixed. The
gesture can be imtated (represented) and reconstructed

(repeated). The gesture can be held in nenory.

The Stuckeschrei ber (play witer) proposes two

di dactic i nstrunents:

Bt he nodel for action - poetic text

B estrangenment - poiesis

At the same time that the nodel for action is object
of critical imtation in the play situation, it

constitutes the unification principle of the pedagogical
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process, creating liberty and diversity of responses,

t hrough the Historisierung (historicization), the
contextualising of the nodel. The play witer proposes
the investigation of the relationship of nen between nen.
In this process exactly that which is usual, belonging to

the daily life, must be handl ed as historical.

to estrange neans historicization, represent
processes and people as historical, transitional (Brecht,

1967) .

Representati on of past events beconme conscious for
what they are: restricted to tinme and transition. As
they are shown, the relationship of nen between nen
beconme changeabl e. The sanme way what happened in the past
must be shown as transitory, present nust be historicized
as well. This makes the spectator gain distance fromhis

time, seeing it with the regard of the future generation.

The didactic instrunents proposed by Brecht - npdel
for action and estrangenent seek for the objective of an

aest hetic-political education.



The aesthetic character of the experinent with the
Lehrstick is a pre- supposed for the consecution of the
objectives of the learning / teaching process. In
opposition to an identification process (role-playing)
t he objective of the learning/teaching is to join the

description of daily life to the evocation of history.

The estrangenent, understood as a didactic-

pedagogi cal proceedi ng, searches know edge by the

aesthetic form of the poetic text.
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