Project “Etre et jouer”
Dir. Laurent Berger La Manufacture de Lausanne / University of Montpellier 3

“Creating protocols for research in acting theory”: Determining experimental protocols for
comparative analysis of methods and processes that the actor uses in order to perform, in
today’s international creation.

1. Summary of the research project and its scope

The aesthetical changes witnessed in the last thirty years, as well as the circulation of artists
and of works of art all over the world, open up a new field for research. The theory of practice finds
itself put into question today via the confrontation of approaches between different countries. This is
the context of the research project “Creating protocols for research in acting theory”. Its aim is to
conceive, experiment and validate practical protocols for a research on the theory of the actor in
today’s international context. These protocols will be used as a basis for a research project submitted
to the FNS (or possibly resized to be presented to the HES-SO) under the title “Being and Acting”. This
project will challenge the protocols in a larger international context, with the wish of establishing a
complete theory of the actor, echoing artistic practices today.
The expected results for the first phase of the research consist in a set of practical exercises displaying
uneven acting practices, repeatable and comparable under scientific standards. They shall then be
tested at a larger scale for constants to appear, as well as oppositions and different nuances in the art
of acting and directing, going beyond cultural contexts or individual practices.
The permanent intercultural dialogue between practice and theory being a fundamental principle of
this project, a partnership that would reflect the large spectrum of occidental drama creation is
indispensable. Built between Switzerland, Argentina and Uruguay, it allows a comparison of dissimilar
contemporary acting techniques. These techniques examine under a new light the presence — may it
be real or fictional — of the actor and the difference between the performer and the act. It also enables
to develop an existing network between institutions and scholars who are close of the practice of
drama as well as artist-researchers who are interested by theory. Thus a universal reach will be finally
provided to the products of this research.
The scope of the research (made more elaborate in point 5. of the present document) consists in three
consequential workshops in the three countries named above, in order to formulate a number of
exercises that will be tested in different contexts. These will enable the final set of the most effective
exercises to emerge, in order to compare the practices of the actor and of directing.

2. Latest researches on the subject in the field of performing arts

Since the turning point brought about by the 20™ Century and the birth of stage direction,
occidental drama went through permanent evolutions, as well on its textual aspects than on the stage.
Today’s diversity in dramatic styles is the result of these multiple changes. Each has been accompanied
by (or followed by) considerable progress in drama theory.

May it be Peter Szondi (1956) and his Theory of Modern Drama, Hans-Thies Lehmann (2002)
and his Postdramatic Theatre, or Jean-Pierre Sarrazac (2012) and his Poétique du drame moderne
(which could be translated as “Poetics of Modern Drama”), drama theoreticians have managed to
follow the multiple changes of drama and offer structuring concepts to analyse them. These concepts
allowed in turns to display the dissolution of Aristotelian paradigms in theatre, to echo the evolution
of written plays, which lost their fundamental status in the representation, being used instead as a
material, made of fragments and considered as an equivalent to the other elements of live show:
performance, scenography, lighting, sound, or digital arts.

More recently, the achievements of performance studies (Schechner (2008), Fischer-Lichte
(2004)), gender theories, Butler (2007), research on devised theatre, Tackels (2015), documentary



theatre (Kempf et Moguilevskaia (dir.) 2014) or the virtual presence of the actor (Bourrassa et Poissant
(dir.) 2013) can redefine the relation of the contemporary stage with the real world.

However these successive theories don't shed a direct light on the question of the creative

process and almost don't confront theories on the art of the actor. With good reason: they are often
based, even when deconstructing, on the concept of action, narration and character, inherited from
Aristotle (who deals the question of the performer in a marginal way). They largely ignore the benefits
of the theories produced by practitioners. These theories are in fact crucial for the evolution of theatre.
Moreover, since most of them come from thinkers who are exterior to the creative process, they can
only offer an incomplete vision of the issue of the contemporary stage, as an inverted mirror would
do.
Meanwhile, the theories produced by artists have had a considerable influence on the changes in the
aesthetics of the 20" Century. Let’s bear in mind Constantin Stanislavski, Edward Gordon Craig,
Vsevolod Meyerhold, Antonin Artaud, Bertolt Brecht, Jerzy Grotowski, Eugenio Barba or Peter Brook.
The writings of these major artists have established fertile grounds for the following generation, and
— sometimes without any explicit reference being made — they still are at the basis of the actor's
training in Western Europe. Even though, since 1990, there have been few essays written by artists
that were effectively influential — or maybe because of this —, a proliferation of considerable scholar
research took place in the last ten years. For example, Mc Auley (2012), Féral (2003 et 2011), Dusigne
(2015), Proust (2006), Lupo (2006), Losco-Léna (2017). These authors ventured into the field of
theatrical practice and led practice research to analyse the creative process, trying to reposition the
performer in the centre of drama studies. Even if these studies represent an epistemological turning
point in the writing on the history of theatre, the research field and its methodology seems to still
divide scholars and practitioners.

3. Contributions and novelty of the project

In this context, the present project proposes to reform the theoretical viewpoint on acting,
encouraging a theoretical production which would come directly from the artists and taking into
account the contemporary questions on the actor's performance —i.e. the relation between acting and
being, the notion of presence of the performer and of the actor, and that of fiction and reality in the
performance — all seen from the viewpoint of the current aesthetic theories. It is also essential to give
the actors a word in this research on the creative process and observing it in its multiple shades, the
rich ways of practice in Switzerland as well as in Latin America. This would allow a conceptualisation
that can be as complete as possible, having a large influence on the actor's training and practise and
on the actor's stage direction in both countries. In order to achieve this, it is also important to propose
a genuine approach of scientific experimentation that can link experience and observation. Having
a comparative approach, this method can reach an universal value, beyond national frontiers and
individual procedures. In fact, the research projects associating on the same level scholars and
practitioners of different countries around the same object of study are rather new and rare, because
generally they are centred on the work of only one practitioner, and the observation of a unique
approach. The novelty of the project also consists in the intention of exceeding the dichotomy
between theory and practice and, in the analysis of individual approaches, to bring to the fore a
comparative procedure with a more universal value.

4. Fundamental issues

Starting from an overview of the latest researches on the question of the actor confronted to the
diversity of contemporary stage practices, we can conclude on the following structural aims for the
project’s implementation:

Focus (of research) 1 : The presence of the actor : from truthful to false, from play to non play : This
questions have been fundamental for the theory of acting since Diderot (1769) until the non-dance



theories (Bel, 1999), passing by the distancing effect conceptualised by Bertolt Brecht (Brecht, 1999).
Divided between an indirect presence (through the character) and a direct presence (the one of the
performer) in his artistic act, the actor finds himself confronted to a double gaze. The first look
observes him as a media to penetrate a space of fiction, the second considers him in his real presence.
Beyond these two extremes (real presence and acted presence), there is an entire variety of presences
demanded to an actor, depending on the ways of acting expected to take a final form and as they are
reshaping in an on-going process. The main approaches — more personified in Latin America than in
Switzerland — are particularly relevant to these questions.

Focus 2: The material and the imaginary in actor's work: the major theories of acting, in particular
those of Stanislavski (1963, 1984), reveal the complex relationship between the physical and the
material construction of the performance and its mental and imaginary structure. The aim of this
research project is to deepen and update these issues.

Focus 3: The difference and the cross-breeding of techniques: \When questioning the diversity of the
contemporary aesthetics we are bound to understand better the practical approaches that are
fundamentally different in their operating system and their results, often integrating several artistic
disciplines. The experiences and the contexts of their realisation intersecting with the confrontations
of acting as practised in the three countries, reveal the difference of creation contexts, of national
traditions, of scientific approaches specific to every practitioner, or of artistic objectives. They may
encourage the emergence of mutual (or comparable) concepts between practitioners of different
origins working in different (or new) contexts.

Focus 4: The phases of the creation: A creative process is above all an expansion in time of different
techniques, mental as well as emotional, concerning drama and language. We must therefore identify
how we can formulate, organise and determine the time-span of these phases during the work of
different practitioners. There are two levels of questionings. The first is vertical and allows one to
observe the conditions in which an in-depth study of language and of the different actions of each
process is possible, and see how each of these phases are developed by each artist. The second is
horizontal and questions the complementarity of techniques, their organisation in time and the way
they interact one with the other.

In focusing on these four practical research areas, which imply different theories of acting, we
may be able to establish a possible understanding and reading frame for the process of the creation of
a performance. This will allow us to build up efficient experimental protocols for analysing and fully
exploiting the data collected from the workshop development.

5. Research plan and prospects
5.1. Method

To allow a clear articulation between theory and practice, the research team is producing a
series of scientific rigorous and repetitive protocols, so that the diverse artistic practices can be
compared via relevant analytical parameters in relation to a common theoretical corpus. The three
experimental sessions (one for each country) will be based on the double presence of practitioners
conducting the experience of creative work and of outsiders observing the latter. The experiments'
duration, the groups' organisation, the preparation of the material (literature, drama, or thematic
material), the methods and the staging forms that are thus invented, are parameters that need to be
identified and defined for the first workshop experience in Switzerland. These parameters will build
up comparative observations to be developed further during the second workshops in Uruguay and
the third one in Argentina.

Every workshop will associate for two weeks a research centre and an artistic practice centre
(for education, creation and/or research). It is conducted by two stage directors with pedagogical input,
one from the institution receiving the workshop and the other coming from abroad. They will address
a group of local actors and/ or students, depending on where the experimental workshop takes place.



During a fortnight, a specialist of theatre acting, who can have a critical viewpoint on the process, will
observe the work.

These workshops’ aim is to observe and analyse the working process on two distinct levels at
least:

The exterior or objective plan: thanks to video recordings and to direct observation we can
survey the actions and the explicit discourse that appear in every workshop (visible actions, given
instructions, vocabulary used, artistic results).

The interior or personal plan: during the workshop we can interview the actors and the stage
director in order to capture the subjective experience of the performers and of the actors' director,
which would escape to other means of exterior analyses of practical phenomena.

As an example, here are several types of propositions that cover the vast artistic field of this
project and which can be realised during the workshops by building up a set of exercises that can be
experimented later on a larger scale:

e Avreproduction of a film sequence,

e Astage realisation of a fragment containing a dramatic material,
e Acreation of a stage performance on a particular theme,

e A creation of devised theatre,

e Acreation of a production form acting the virtual presence of the actor.
The progression of an experimentation day in the workshop will be as following:

Warming up according to the practice of each / rehearsal of propositions / At midday and at
the end of the day: collective debriefing (creators and observers) on the work of every proposition /
End of the day: individual debriefing on the work of each proposition / Compilation of the theoretical
data produced during the day. The last day will be dedicated to the compilation of theoretical data
resulted of the 10 days of workshop / Discussion on the theoretical advances obtained during the
workshop.

5.2. Timetable

February 2020 : Workshop 0 and Seminar (La Manufacture, Haute école des arts de la scene, Lausanne)
Practitioners: 4 actresses and 2 actor / 3 stage directors / 1 female Ph.D. student as observer and one
junior researcher as observers.

March/April 2020: Workshop 1 and Seminar (Montpellier University, Dramatic National Center
Montpellier)

Practitioners: 7 actresses and 5 actors students / 3 stage directors ; 1 female Ph.D. student as observer,
one junior researcher and one senior researcher as observers.

August 2020: Workshop 2 and Seminar (Montevideo's School for Dramatic Arts (EMAD) and National
Institute of Performing Arts (INAE) (Montevideo, Uruguay))

Practitioners: 7 actresses and 5 actors / 3 stage directors ; 1 female Ph.D. student as observer, one
junior researcher and one senior researcher as observers.

September/October 2020: Workshop 3 and Seminar (Teatro Melico Salazar in San José, Costa Rica /
University of Costa Rica, National University of Costa Rica.)
Practitioners: 6 actresses and 6 actors / 3 stage directors / one junior researcher as observer.

January 2021: Workshop 4 and Seminar (University of Québec at Montréal, UQAM)
Practitioners: 7 actresses and 5 actors students / 3 stage directors / 1 female Ph.D. student as observer,
one junior researcher and one senior researcher as observers.



January-June 2021: Elaboration of a comparative research protocol on the actor with a choice being
made as well as commentaries on the set of exercises that should be used in the FNS project and
writing the theoretical materials issued from this first phase which would allow us to prepare the
following phase.

5.3. Results and impact

The last period (September-December 2020) will enable us to produce the scientific results for
the project:

- A set of exercises showing the diversity of contemporary stage practices beyond cultural
contexts and individual approached. These exercises have to devise the questions raised by the
research as they are presented in point 4. — that way, they will be tested in different situations during
the second phase of the research.

- Protocols for the work that will be used as a basis for the scientific procedure of the upcoming
project and explicit the principles of the implementation of the set of exercises as well as the
parameters and the observation methods of the latter.

- The grounds of a lexicon of the art of the actor: Through the data extracted from each
experiment (recording of the exercises, interviews led with the performers and the scholars, etc.), the
research team will start to gather a lexicon of the practice uniting terms originating from theoretical
writings by practitioners, the vocabulary that was used during the process of creation and the personal
terms defined by each practitioner throughout the summary following each exercise. This lexicon will
then be completed during the next phase.

- Scientific publications depicting the procedure and highlighting the theoretical results of this
first phase. Thus, a work of theorization will be concluded, taking into account each of the practices
that will have been observed. In this way, new issues will be expressed, combining theory and
practice.

- Horizon of the project: In its second phase (FNS project), this conceptualisation work will
continue with the final goal to describe the system with which the actor creates. The system must be
described in the most complete way, and be able to display the variety of individual practices and stage
aesthetics today. This reflection will materialise in an essay on the theory of the actor. Lastly, this
research will provide theoretical results prone to develop the techniques currently used by actors for
the creation of a performance, but also to entrench a pedagogical basis for instructors or student
actors. The FNS research project additionally aims to develop the pedagogical counterpart of the
theoretical results in the form of a handbook for the actor, full of the different exercises and
techniques tested during the workshops of the present project and applicable in the environment of
acting schools.

6. Team and cooperation

Our research team is made up of male and female scholars very close to artistic activities and
researchers through practice (actresses, actors and stage directors) whose working experiences span
over a long period of time and in a continuous way, regarding artistic pedagogy and experimenting.
Furthermore, this team covers, as well from a theoretical point of view than a practical one, a vast field
in contemporary aesthetics, from drama to performance art. The Swiss requestor has several
important contributions (publications, practical laboratories, international scientific colloquiums) in
the field of research. A female Ph.D. student is included in the project. She is pursuing the work she



has lead for her Masters dissertation on the relationship between a stage director and actors. Her
thesis supervisor is the Swiss requestor. She will be studying the role of imagination and the power
relations in the creative process of the actor. Thanks to the exterior point of view that she will offer,
she will bring another eye on the experiments, complementary to the ones of the other researchers of
the project.

The relations between the associates of the project are based on already existing exchanges
in the field of pedagogy and of research through practice. In the end, this project will permit to develop
the scientific dimension of these bonds and to expand the network to other countries in Europe and
Latin America.



7. Bibliography

— ABIRACHED (R.), La crise du personnage dans le théatre moderne, Paris, Gallimard, 1994.

— ADLER, S., The technique of acting, Toronto : Bantam Books, 1988.

— ALBERA (F.) (dir.), Vers une théorie de I'acteur — Colloque Lev Koulechov, L’Age d’Homme, Lausanne, 1994.
— AUTANT-MATHIEU (M-C.), La lignes des actions physiques, L'Entretemps, 2007.

— BANU (G.), (éd.), Les répétitions de Stanislavski a aujourd’hui. Arles : Actes Sud, coll. Le Temps du Théatre,
1997.

— BANU (G.), TRIAU (C.), Penseurs de I'enseignement [Les] : de Grotowski a Gabily, in : Alternatives Théatrales,
N°70-71; 128 p.

— BARBA (E.) et Savarese (N.), L'Energie qui danse. L’art secret de I'acteur, un dictionnaire d’anthropologie
théatrale [1985], Montpellier : L’Entretemps, coll. « Les voies de I'acteur », 2008.

— BARBERIS (1.), L’Archive dans les arts vivants, Performance, danse, théatre, Presses Universitaires de Rennes,
2015.

— BEL (J.), Les délices de Jérome Bel, entretien par Iréne Filiberti, Mouvement n°5, juin-septembre 1999, p. 27.
— BERELOWICH (A.). Richard Foreman (Abécédaire), Paris : Conservatoire national supérieur d’art dramatique ;
Arles : Actes Sud-Papiers, 1999.

— BERNARD (M.), « Les nouveaux codes corporels dans la Danse contemporaine », in La Danse, Lausanne, Payot,
1990.

— BESSON (B.), et al., Theatre spielen in acht Lander : Texte - Dokumente - Gespriche. Ed. Christa Neubert-
Herwig, Berlin : Alexander Verlag / Stiftung der Akademie der Kunste, 1998

— BESSON (J.-L.), éd., « L’acteur, entre personnage et performance », Etudes théatrales, 23, 2003.

— BERGER (L.), L’Atelier du metteur en scene shakespearien, These de Doctorat, Université Paris X, 2011.

— BLAU (H.), Programming Theater History: The Actor's Workshop of San Francisco. New York, Routledge, 2013.
— BOGART (A.), A director prepares: seven essays on art and theatre. London ; New York: Routledge, 2001.

— BORGDORFF (H.), Artistic Research within the Fields of Science. Sensuous Knowledge 6. Bergen: Bergen
National Academy of the Arts, 2009.

— BOURASSA (R.), « De la présence aux effets de présence : entre I'apparaitre et 'apparence », Le réel a I'épreuve
des technologies, PUR, 2013.

— BOURASSA (R.), POISSANT (L.) (dir.), Personnage virtuel et corps performatif. Effets de présence, Presses de
I’Université du Québec, 2013.

— BRECHT (B.), L'art du comédien : écrits sur le théatre, Jean-Louis Besson (éd.), L'Arche, Paris, 1999.

— BROOK (P.), L’espace vide, Seuil, 1977.

— BUTLER (J.), Trouble dans le genre, La Découverte., 2005.

— BUTLER (J.), Le récit de soi, P.U.F., 2007.

— CALLERY (D.), Through the body: a practical guide to physical theatre. New York : London: Routledge : N. Hern,
2001.

— CHEKHOV (M.), On theTechnique of Acting, Harper Perennial, New York, 1991.

— CRAIG (E-G.), De I'art du théatre, Circé, 1999.

— DANAN (J.), Entre théatre et performance : la question du texte, Arles : Actes Sud, 2013.

— DIDEROT (D.) Le paradoxe sur le comédien, Mille et une nuits, 1999.

— DUSIGNE (J-F.), La direction d’acteurs peut-elle s’apprendre, Les solitaires intempestifs, 2015.

— DUSIGNE (J-F.), L'acteur naissant : la passion du jeu, Ed. Théatrales, Futuroscope : SCEREN-CNDP, Paris /
Montreuil-sous-bois, 2008.

— FARCY (G.-D.), PREDAL (R.)(dir.), Brller les planches, crever I'écran. La présence de l|'acteur, Paris,
L’Entretemps, 2001.

— DONNELLAN (D.), L'Acteur et la cible, L’Entretemps, 2004.

— ERNST (W.-D.), KLOCK (A.), Technik - Psyche — Darstellung, Beitrdge zur Schauspieltheorie als
Wissensgeschichte, INTERVISIONEN, Band 11, 2016.

— FERAL (J.) Dir., L'école du jeu, L’Entretemps, 2003.

— FERAL (J.), Théories et pratique du théatre, L'Entretemps, 2011.

— FERAL (J.), Pratiques performatives : Body Remix, PUR, 2012.

— FISCHER-LICHTE (E.), Asthetik des Performativen, Suhrkamp, 2004.

— FREEMAN (J.) Blood Sweat and Theory: Research Through Practice in Performance. Libri Publishing, 2010.

— GALEA (C.), et al., Dossier « Paroles d’acteurs », UBU SCENES D’EUROPE EUROPEAN STAGES, N° 13 ; p.9-47,
5/1/1999.

— GOFFMAN (E.), La mise en scéne de la vie quotidienne, Paris, Minuit, 1973.



— GOLDBERG (R.), La performance du futurisme a nos jours, Paris, Thames and Hudson, 2001.

— GUENOUN (D.), Actions et acteurs : raisons du drame sur scéne, Belin, 2005.

— HALPRIN (L.), The RSVP Cycles: Creative Processes in the Human Environment, George Braziller: New York
1969.

— HAMAYON (R.), Jouer. Une étude anthropologique, Paris, La découverte, 2012.

— GROTOWSKI (J.), Vers un théatre pauvre, L’Age d’'Homme, 1968.

— KANTOR (T.), Le théatre de la mort (textes réunis et présentés par Denis Bablet) [1977], Lausanne : L'Age
d’homme, 2004.

— KEMPF L. ET MOGUILEVSKAIAT. Dir., Le théatre néo-documentaire, Presses Universitaires de Nancy, 2014.
— KIRBY (M.), A formalist theatre, Université Press of Pennsylvania, 1990.

— LUSSAC (0.), Happening et fluxus. Polyxexpressivité et pratique concrete des arts, Paris : L'Harmattan, coll. «
Arts et Sciences de I'art, 2004.

— LACOSTE (J.), « Le texte de théatre n’existe pas ». In : Revue Théétre / Public, n°184, « Théatre contemporain
: écriture textuelle, écriture scénique », Gennevilliers, 2007 (1), p. 7-13.

— LAUNAY (l.), PAGES (Sylviane) (dir.), Mémoires et histoire en danse, Paris : L'Harmattan, coll. « Arts 8 », 2011.
— LEITER (S.), From Belasko to Brook : Representative Directors. Londres : Greenwood Press, coll. Contributions
in Drama and Theatre Studies, n°33, 1991

— LE PORS (S.), Le théatre des voix. A I'écoute du personnage et des écritures contemporaines, Rennes : Presses
Universitaires de Rennes, coll. "Le Spectaculaire", 2011

— LEHMAN (H-T.), Postdramatisches Theater. Verlag der Autoren, Frankfurt am Main 1999.

— LIMON (J.) & ZUKOWSKA (A.), Theatrical Blends, Art in the Theatre, Theatre in the Arts, Gdansk, 2010.

— LINKLATER (K.), Freeing the natural voice: imagery and art in the practice of voice and language. Hollywood,
Calif.: Drama Pub, 2006.

— LOSCO-LENA (M.), Faire théatre sous le signe de la recherche, postface de Michel Corvin, Presses Universitaires
de Rennes, coll. « Le Spectaculaire », 2017.

— LUPO (S.), Anatoli Vassiliev, L'Entretemps, 2006.

— MARGEL (S.) (dir.), Pratiques de I'improvisation, BSN Press, Lausanne, 2016.

— MARTINEZ THOMAS (M.) (dir.), La notation informatique du personnage théatral, revue Hispania 13,
Carnieres- Morlanwelz (Belgique) : Lansman Editeur, 2010.

— MCAULEY (G.), Not magic, but work. An ethnographic account of a rehearsal process, Manchester University
Press, 2012.

— MCcGILLIGAN (P.), Cagney, The Actor as Author, New York A.S. Barnes Co. Inc., 1975.

— MEYERHOLD (V.), Ecrits sur le théatre (Tome 1-4), La cité, 1973-1992.

— MONFORT (A.), « Apres le postdramatique : narration et fiction entre écriture de plateau et théatre néo-
dramatique », Trajectoires [En ligne], 3 | 2009. URL : http://trajectoires.revues.org/392.

— NYMAN (M.), Experimental Music. Cage and Beyond, New York, Schirmer Books, 1974.

— OIDA (Y.), LActeur Flottant. Trad. Martine Million, Arles : Actes Sud / Académie Expérimentale des Théatres,
1992.

— OIDA (Y.), UActeur Invisible. Trad. Isabelle Fanchon, Arles : Actes Sud, coll. Académie Expérimentale des
Théatres, 1998.

— OSTERMEIER (T.), Backstage, Theater der Zeit, 2016.

— OSTERMEIER (T.), Le théatre et la peur, Actes Sud, 2016.

— PAVIS (P.), « Partition et sous-partition de I'acteur » in L’Analyse des spectacles [1996], A. Colin, 2008, p. 90-
97.

— PLANA (M.) & SOUNAC (F.), sous la dir. de, Les relations musique- théatre : du désir au modele, Paris,
L’Harmattan, 2010.

— PERRIN (J.), Figures de I'attention : cing essais sur la spatialité en danse, Dijon, Les Presses du réel, 2013.

— POLIAKOQV (S.), Anatoli Vassiliev : I'art de la composition, Actes Sud Papiers, Arles, coédition CNSAD, 2006.

— PROUST (S.), La direction d’acteurs, L'Entretemps, 2006.

— RANCIERE (J.), Le spectateur émancipé, La fabrique, 2008.

— RICHARDS (T.), Travailler avec Grotowski sur les actions physiques, Arles : Actes Sud ; Paris : Académie
expérimentale des théatres, 1995

— ROSELT (J.), Seelen mit Methode, Schauspieltheorien vom Barock bis zum postdramatischen Theater,
Alexander Verlag, 2005.

— RYNGAERT (J.-P.) et SERMON (J.), Le personnage théatral contemporain : décomposition, recomposition,
Montreuil-sous-Bois, Editions théatrales, 2006.

— SARRAZAC (J.-P.), Critique du théatre , Paris, Circé, 2009.



— SARRAZAC (J-P.), Poétique du drame moderne, Seuil, 2012.

— SCHECHNER (R.), Performance Theory, New York, Routledge, 1988.

— SCHWAB (M.) (ed.), Experimental Systems, Future Knowledge in Artistic Research, Orpheus Institute, Leuwen,
Belgique : Leuwen University Press, 2013.

— SELBOURNE (D.), The Making of “The Midsummer Night’s Dream”. Londres : Methuen, 1982

— SELENICK (L.), “Craig and Stanislavski collaborate on Hamlet at the Moscow Art Theatre”, Theatre Quarterly,
Vol.VI, n°22, 1976, pp. 56-122.

— SELL (M.), Avant-Garde Performance and the Limits of Criticism, University of Michigan Press, 2008.

— SERMON (J.), CHAPUIS (Y.), PARTITION(S) - Objet et concept des pratiques scéniques (20e-21e siécles), Les
Presses du réel- Collection Nouvelles scénes/Manufacture, Dijon — 2016.

— SIMONOT (M.) Le Jeu avec la regle. Répétitions devant la fenétre ou du dispositif, in : FRICTIONS, Ng 2 ; p.23-
50.

— STANISLAVSKI (C.), La construction du personnage, Paris, Pygmalion, 1984.

— STANISLAVSKI (C.), La formation de I'acteur, Paris, Payot, 1963.

— STEGEMANN, B.: Schauspielen. Theorie. Berlin,Theater der Zeit, 2010.

— STRASBERG (L.), Le travail a I’Actors Studio, Paris, Gallimard, 1969.

— STREHLER (G.), Un théatre pour la vie, Fayard, 1980.

— SZONDI (P.), Theorie des modernen Dramas. Suhrkamp Verlag, Frankfurt am Main 1956.

— TACKELS (B.), Les écritures de plateau, Les solitaires intempestifs, 2015.

— TAYLOR (Ch.), Sources of the Self: The Making of the Modern Identity, Harvard University Press, 1989.

— THIBAUD (F.), et al., Dossier : Mettre en scene aujourd’huiin : JEU, N° 116 ; p.64-194.

— VASSILIEV (A.), Sept ou huit legons de théatre, P.O.L., 1999.

— VEINSTEIN (A.), La mise en scéne théatrale et sa condition esthétique. Paris : Librairie Théatrale, 1992



