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In lieu of preface 
by Odin Theatre 

The Social Acting project turned out to be an important starting point for 
sharing artistic tools. 

Through the meetings held in the different countries it was possible to 
observe different artistic, social and cultural landscapes, and to identify the 
real value of the artistic expression of art and its impact on the community. 
Various meetings were held in the various countries participating in this 
project: 

In Athens, Greece we had the second meeting hosted by the theater school. 
We had the opportunity to observe how one of the most ancient pedagogical 
theatrical expressions, the chorus of classical Greek tragedy, is transformed 
and translated in a modern key. Even today, this artistic form fulfills the 
same function  and its evolution is stratified and reaches different categories 
of people and social tissues in general. 

In Holstebro, Denmark we had the opportunity to share with the European 
partners the conclusion of an annual project: Ildflue Fest, held in the 
Trekanten area. Ikarus stage Arts (group directed by Carolina Pizarro and 
Luis Alonso – Nordisk Teaterlaboratorium), for example, uses play as a 
methodological basis. In the work sessions, called “play time” and carried out 
in the Asylcenter (refugee center in Holstebro) or in Trekanten (…), the 
group used the performing arts as a means to bring together people of 
different ages, cultures and interests. For this reason, since its inception, in 
addition to the creation of shows, it has held community development 
meetings through the performing arts. 

These meetings were held in collaboration with various educational 
organizations, social and cultural centers, interested in the performing arts to 
promote human development, social cohesion and personal and community 
development. 
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In Lisbon, Portugal, we have seen how individual initiatives, many of which 
are led by women, have a great effect on the growth and stabilization of 
society through theater, dance, music and the circus. 

In Goleniów, Poland we had the opportunity to enjoy the experience than 
showed us the sign of the great involvement of the community in the 
different cultural activities carried out by the artistic groups. These people 
collaborate on different levels, logistic or artistic. 

Culture is essential to consolidate the values of a society as broad as the one 
we live in. Through this experience we were able to conclude and reaffirm its 
importance by observing the results presented by each of the project 
partners. The idea is that the culture locally is crucial to the life lived, and in 
this context the people who live there. Idom-Råsted has over time been 
aware of this, and has taken the lead in relation to the creation of a very 
active local community, where association life flourishes and people get to 
know each other. With the laboratory approach, we want to investigate the 
social and cultural patterns that create a fine-meshed network that holds 
together the village. For unity is not a matter of course. 

We conclude by saying that, with respect to the experience of sharing and 
learning, on the work that the various groups do, we hope to be able to 
collaborate together in common projects. 
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In lieu of preface 
by Modernoi Kairoi 

Participating in this program was a very interesting experience for us. We 
had long discussions wondering what new things we are going to learn, see 
and hear in Romania, Portugal, Denmark and Poland even before the start 
of the first learning activity. 

A big concern was how we were going to form our own learning activity. 
What we were going to present to our colleagues because we certainly 
wanted for it to be representative of the identity of our team, the variety of 
our activities and of course to depict something from Greece. In addition it 
had to show the relation between our activities and the society in which we 
belong. 

The Coronavirus pandemic breakout caused multiple throwbacks such as 
postponing, big changes in every teams schedule and many more. However, 
we accomplished to present a truly interesting and representative learning 
activity and as a result we felt very happy with the outcome. After a 
discussion with all the participants they felt the same way. 

The exact same thing happened in all the other countries we visited. The 
level of interest was high. We spectated and experienced similar and very 
different things under the spectrum of cooperation and friendship. Thus, 
because all the participants are people of knowledge, passionate, ready for 
action and artistic visionaries. 
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In our point of view this was the biggest profit. Getting to know all these 
exquisite human beings. The program would not be as interesting as it was if 
all these artistic organizations didn’t have this high-quality level. 

Every group had a surprise for all the other groups and even though we all 
do the same thing, each group has a very unique and different way to deliver 
it. We learned multiple new ways in which theater can help in community 
issues. In different communities. We were there to see closely the way each 
group works in their artistic field, which is priceless concerning that every 
trip has offered us enough knowledge of the artistic background of every 
country. 

Even though it seems to be the end, the journey actually starts now. We are 
full of new experiences, ideas and new friends and colleagues. Now it is time 
to make this experience an artistic action. 

In conclusion, despite the throwbacks of the pandemic, the outcomes of the 
program were impressive and left us full of joyful experiences. 

Sincerely,  

Modernoi Kairoi Theater and the Drama School team 
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In lieu of preface 
by Theatre Brama 

As Local Project Coordinator for the Social Acting project partner 
Stowarzyszenie Teatr Brama, based in Poland, I can say the project was 
particularly special for us.  

We began the project in December 2019 and just as we arrived at the 
projects first Learning Activity in Bucharest in March 2019, the coronavirus 
pandemic was declared. After the first transnational project meeting, I was 
curious as to how the project partnership had been selected, because 
although each of the groups use theater as a tool for working with 
community groups in society—to a certain extent the profile of each partner 
was very different.  

As a representative and member of a creative/educational association which 
provides theater workshops as a service to our community, I had a hard time 
finding similarities to groups that operate as paid drama schools that issue 
diplomas. It didn’t take long for me to realize that the differences I saw were 
only in my head.  

We began our second meeting, just as the pandemic was declared. It was a 
very strong experience to be together with the Social Acting partners at this 
historic moment in time. After this experience, I no longer saw any 
difference between myself and the Director of a theater school—I saw 
human beings in a scary and uncertain situation. I saw their bravery and I 
saw that underneath everything—how we earn our livings, support our 
organizations or the titles we carry make no difference. We are all artists, but 
not just artists—also activists—people doing everything and anything they 
can to improve the situation in the world for themselves, the people they 
care about, their communities and the world.  

I can say with absolute certainty that the SociAct project was necessary and 
that it happened in exactly the right moment. For a year and a half - we kept 
in touch, checked in on one another, shared our news and anticipated when 
we would be able to meet and work together again. Finally, in summer 2021 
we scheduled all the meetings we missed—4 learning activities in one short 

9



summer. They were each different and inspirational in their own way and it 
was a pleasure for myself and the Teatr Brama team to witness examples of 
creative community work—acting in society—in a time when our 
communities and society desperately needed it.  

The Social Acting project fulfilled Teatr Brama’s expectations—it expanded 
our network, gave us new friends and renewed our faith in the value of our 
own work. As an artist, it helped me to not feel so alone, helped me to 
realize I am not the only one working with my community to make a better 
place/situation. We don’t hear about this kind of news because it doesn’t sell.  

Still, I cherish what I learned from The Social Acting partners and I am 
proud to count them as my colleagues. 
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In lieu of preface 
by Act-School of Actors 

It was of great importance to testify different examples and approaches 
shared by directors, teachers and actors from Greece, Poland, Denmark and 
Romania. The immersion on their work and realities in artistic and social 
contexts gave as a stronger belief on art and theatre as instrument to social 
work. 

Different projects with specific approaches with the community, teenagers, 
disabled people, elder people, refugees and acting students; local social 
realities and their contexts, historical and political.  

Participating in those actions was really an impactful experience, as it made 
us leave our country, travel and get to know a little bit of another reality. 

We observe exercises that combine artistic tools with social issues and how 
they can be used or adapted to new relations and contexts so they can be 
useful and didactic. 

We as teachers and a theatre practitioners, with previous experience on 
social work combined with theatre, we are able to rethink some processes 
and consider new ways, possibilities and subjects to develop in projects to 
come. 

We watched presentations by students and several speakers, who expressed 
themselves with such commitment and love that they moved us, really 
conveying the idea that art is a generous and beautiful tool that connects and 
enriches people! 

It is inspiring to see art as a cultural, educational, social, playful and 
recreational tool and how it can be used to promote learning, cooperation 
and inclusion. We come back more aware and even more willing to be able 
to carry out our owns projects that are based on these parameters. 
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Finally, we would like to add that it is a great privilege to live with a 
multinational group of observers, with artists, pedagogues and professionals 
at a point in their activities that is perceived to be evolved and that the 
exchange of experiences, the contact itself, has a very valuable intrinsic value. 
The contact with those different realities help to articulate a more 
comprehensive and cultured thinking.  

These were the highlights of these unforgettable days that we share together: 

Romania – (Asociatia Culturala Replika) the very first moments of a new 
world now “under cover”. 

Unimaginable to evoke the Romanian cultural adventure lived without 
evoking the pandemic. The two are forever linked. The passion and 
commitment to teaching, education and the requirement of each of the 
members of the company and selected speakers have left a deep impression.  

For the Learning Activity in Lisbon, the challenge was to organize the work 
sections with all the restrictions imposed by the pandemic, our Portuguese 
partners were very generous in receiving us in their space, giving our 
European partners the opportunity to also get to know several interesting 
points in the city. Getting to know better some institutions that we admired 
but with which we had not yet worked, opened up unexpected opportunities 
for future cooperation. 

In Greece (Modernoi Kairoi) the impact with 
which the political, economic and social crisis has 
affected Greece particularly severely has given an 
unexpected strength to young artists, their 
commitment to fight for a more fairer and inclusive 
world through art, has touched us particularly. 

Denmark (Odin Theatret) The way in which Odin 
Theater managed to create a community of artists 
serving the local community in Holstebro and the 
way they work with refugees was very inspiring. 

Poland (kulturalne Teatr Brama) What inspires us 
most about Goleniów’s Learning Activity was the 
dynamics with which a small group of people 
organize an extraordinary festival where the city’s 
population actively participates and also the way 
they relate to local authorities. 

We take this opportunity to thank for the 
incredible opportunity to have the privilege of 
getting out of our bubble, getting to know a little 
bit of those countries, different cultures and ways of 
doing. 

The ACT – School of Actors Team 
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In lieu of preface 
by Cultural Association Replika 

Being part of the SociAct Erasmus+ Project meant a huge step forward for 
Replika Cultural Association. Replika and its local Romanian partners, 
involved in performing arts deeply connected with the social and political 
relevance, had the opportunity to share their best practices during the 
Learning Activities in Bucharest and it was a great chance for all of us to 
identify possible future partners for our future projects.  

During all the Learning Activities from Kalamata, Athens, Holstebro, 
Goleniów, our ensemble from Replika had the chance to explore new 
approaches to social and political cultural projects, new methodologies and 
methods to develop our own projects, in a strong relationship with the 
communities.  

For us, the Learning Activities and presentations from Pramata & Thamata, 
conducted by Sofia Athanasiadou and Evie Giannakopoulou consisted of a 
real and so needed intensive course in the management of a Erasmus+ 
Project, and European Projects in general. Their methods to deliver the 
information, the way both Sofia and Evie were so involved and always 
paying attention for any and each misunderstanding or problem that we as 
young partners were facing, represented an important moment in the 
development of Replika Cultural Association. 
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An important output from this amazing project SociAct, is the new 
collaboration that Replika, Pramata & Thamata, Modernoi Kairoi and Elsa 
Valentim and her Portuguese theatre company is developing right now. We, 
as Replika, applied for a Creative Europe Call for Projects, having as 
partners the cultural and educational entities from SociAct. We identified 
our common needs and all the partners in the new project will be involved 
in the production and co-production of 3 new theatre performances based 
on Limits, a Romanian contemporary text, written by the founding 
members of Replika. We will also be on tour in each country and develop 
artistic research on the topic of Limits of Education (on the borders of 
Europe, on the edge of digitalization).  

A great achievement from the extraordinary quality of the lecturers and 
artists involved during the Learning Activities within the project SociAct, is 
the invitation from National University of Theatrical Arts and 
Cinematography I.L. Caragiale, Bucharest, Romania (UNATC) for Evita 
Papaspyrou received to lead a workshop on Greek Ancient Theatre, for 
students in the Theatre Faculty of UNATC. Also, professor Annita 
Capousizi received an invitation from UANTC to lead a workshop on 
theatre methodologies working with disabled people. All these new contacts 
and activities emerged from the great quality of Learning Activities within 
the SociAct Erasmus+ Project.  

The Replika Team 
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In lieu of preface 
by Pramata & Thamata SCE 

The Social Role of Theatre 

Theater was probably born from the evolution of ancient rituals, necessary 
for man, to bridge the gap between real life and metaphysical anxiety. This 
concern- what death means, the connection with the ancestors, etc.- was 
expressed primordially and in other areas of first-human and human activity, 
such as art in caves, underground human dwellings, burial rituals, etc. 

Theater is directly connected with chorus-orchestra, music and speech and 
in its evolution -from religious songs and ceremonies to more complex 
forms- was gradually shifted from religious problems to problems of social 
coexistence, always in reference to primary philosophical beliefs or earlier 
plays. 

Reasonably, therefore, theater is one with society, and not just an edifice or 
an expression of art. That is why Theater, several times, collided with religion, 
that initially monopolized metaphysical anxiety and was intolerant of a more 
down-to-earth investigation of the causes of social and psychological 
tensions. 

Nowadays, Theater is continued to be employed as a tool in order to explore 
and provide solutions to the same human problems -perhaps in a more 
complex way- with loans from science and its detailed research, but also it is 
perceived as a meeting point need, a ritual of unification of intuitive needs or 
a temporary anxiolytic myth facing the unknown. 

Sometimes, Theater has a therapeutic role (performances in detox 
communities, psychodrama sessions) or a political role by contributing to 
social rightful mass claims. 

Historically, there have inevitably been some “back and forth” in terms of its 
social role. 

At the same time, however, other arts were developed, such as cinema and 
television, which considerably relieved the burden of providing fiction and 
entertainment. 

This opens a stage of illuminating glory for an art that carries a long history 
and aims to be present for even longer. 

It is up to us to serve Theater with respect and diligence and insight. 

Alekos Kolliopoulos,  
Senior founding member of Pramata & Thamata SCE 
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Introduction 
1.1. Summary of Social Acting project 
Social Acting (SOCIal ACTing) refers to a multilateral project carried out 
by 6 partners from 5 EU countries: Greece, Portugal, Denmark, Poland, and 
Romania. The central idea was to prepare, implement and evaluate 5 study 
visits in the respective local communities of the partners in order to 
highlight good practices applied in the field of the Social Theatre — the 
practice of extracting value out of dramatic art for social purposes and for 
the benefit of weak individuals and marginalized social groups. SOCIACT 
also aimed at improving the actor profession, encouraging participating 
actors and actresses to actively participate in social entrepreneurship actions 
and in the sector of solidarity economy. 

The study visits, in a form of Learning Activities, were realised during 
project lifespan in all partner countries in different dates and when the 
COVID-19 pandemic restrictions allowed so. They were organized in 
partnership with local associated partners and stakeholders from all partner 
communities, who are active in drama, cultural and social sectors. More than 
160 people was involved from the theatre sector who were experienced or 
sensitized in societal matters and human offer to individuals or groups that 
were on the verge of social exclusion.  

Project partners and participants achieved in identifying ways of 
approaching socially excluded groups through the tools offered by dramatic 
art. They acquired new teaching and operational skills, they widened their 
fields of professional or voluntary activity and they exchange ideas for the 
creation of new or improved social and cultural services. 

1.2. Scope of the present report 
This report seeks to communicate information on the activities implemented 
by partner organisations during the Learning Activities each of them have 
carried out in its premises and local community as well as a number of best 
practices identified in relation to the initial project expectations. It gives also 
details of the partner organisations and of the key persons involved.  

As an annex the reader can find indicative creative activities that may be 
used by different creative groups, in an effort to enrich our contribution 
within the SOCIACT project.  
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1.3. Partners  

1.3.1. DK- Denmark, Nordisk Teaterlaboratorium 
Odin Teatret was created in Oslo, Norway, in 1964, and moved to Holstebro 
(Denmark) in 1966, changing its name to Nordisk Teaterlaboratorium - 
Odin Teatret. Today, its 40 members come from eleven countries and four 
continents. 

Nordisk Teaterlaboratorium – Odin Teatret’s activities include:  

Odin’s own productions presented on site and on tour in Denmark and 
abroad; “barters” with various milieus in Holstebro and elsewhere; 
organisation of encounters for theatre groups; hosting other theatre groups 
and ensembles; teaching activity in Denmark and abroad; the annual Odin 
Week Festival; publication of magazines and books; production of didactic 
films and videos; research into theatre anthropology during the sessions of 
ISTA (the International School of Theatre Anthropology); periodic 
performances with the multicultural Theatrum Mundi Ensemble; 
collaboration with the CTLS, Centre for Theatre Laboratory Studies of the 
University of Aarhus; the Festuge (Festive Week) in Holstebro; the triennial 
festival Transit devoted to women in theatre; OTA, the living archives of 
Odin Teatret’s memory; WIN, Workout for Intercultural Navigators; artists 
in residence; co-productions; children's performances, exhibitions, concerts, 
round tables, cultural initiatives, transformative processes and community 
work in Holstebro and the surrounding region. 

Odin Teatret’s 56 years as a laboratory have resulted in the growth of a 
professional and scholarly milieu characterised by cross-disciplinary 
endeavours and international collaboration. One field of research is ISTA 
(International School of Theatre Anthropology) which since 1979 has 
become a performers' village where actors and dancers meet with scholars to 
compare and scrutinise the technical foundations of their scenic presence. 
Another field of action is the Theatrum Mundi Ensemble which, since the 
early 1980s, presents performances with a permanent core of artists from 
many professional traditions. Under the name of Nordisk 
Teaterlaboratorium, younger artists and groups that are closely connected to 
Odin Teatret's history and experience develop their artistic autonomy in the 
form of residencies, co-productions and local activities. 

Odin Teatret has so far created 79 performances, performed in 66 countries 
and different social contexts. In the course of these experiences, a specific 
Odin culture has grown, founded on cultural diversity and the practice of 
“barter”: Odin actors present themselves through their work to a particular 
milieu which, in return, replies with songs, music and dances from its own 
local culture. The barter is an exchange of cultural manifestations and offers 
not only an insight into the other’s forms of expression, but is equally a 
social interaction which defies prejudices, linguistic difficulties and 
differences in thinking, judging and behaving. The Nordisk 
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Teaterlaboratorium / Odin Teatret hosts residence group and artists either 
working independently or being co-produced, researcher and scholars that 
work in Odin Teatret Archives, in order to investigate theater anthropology. 

1.3.2. EL – Greece, Modernoi Kairoi Drama School  
Modernoi Kairoi (Modern Times) is an established private drama school 
which offers its graduates a higher education diploma in acting, in 
accordance with the rules and regulations set by the Greek State.  

The main goal of the strenuous 3-year training is to provide the students 
with the necessary stimuli which will help them develop their skills and 
express their artistic qualities. It is essential for the young actors to compose 
a specific methodology through which they will face the challenges of 
modern stage acting and will become balanced and imaginative performers.  

During their training period the enthusiastic developing actors are exposed 
to a variety of styles and practices. They become familiar with the works and 
ideas of acclaimed individuals and high profile schools like Stanislavski, 
Grotowski, Lecoq, Brecht, Oida, Mnouchkine, Marshall, the Actors Studio 
and others, who highly influenced the contemporary perception about 
performing arts as a whole and theatre in particular.  

The most valued tool which is significantly developed is the improvisation. 
Combined with a tireless practice of the body, the individual trained in this 
school sharpens their expressive means and becomes a highly accurate and 
effective performer.  

As far as actual acting is concerned, a wide range of repertoire is covered. 
Starting with the ancient Greek classics and Shakespeare and covering all 
the way to Brecht, the Theatre of the Absurd and the modern classics.  

The Drama School Modernoi Kairoi longs to inspire young actors to find 
the best way to express their talent while best serving and improving the 
theatre in Greece.  

The essence and heart of the education provided is human oriented, driven 
by the strong faith in the societal role of the theatre and the power it has to 
change people’s lives. 

The Theatre Company Modernoi Kairoi was founded in 1980, aiming to 
bring a fresh contemporary vision to existing dramatic works and company 
created new pieces and generally produce innovative theatrical performances 
of commendable artistic quality.  

This artistic organization, worked creatively and highly productively for 8 
consecutive years, presenting a wide repertoire of plays, in a theatrical stage 
which was named after the company and was located in the centre of the 
Greek capital.  

The majority of the performances were critically acclaimed and the company 
received state funding, on annual basis. Therefore, these plays were not only 
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seen by the Athenian audience but were also viewed by spectators 
throughout the Greek region. Some of them even made their way to 
international festivals, like the Eurotheatre Tag which took place in Bonne 
in 1984. Modernoi Kairoi was the company that officially represented 
Greece in this prestigious institution.  

In 1988, after having worked together for 8 successful years, many of the 
core actors forming the creative team of the company, decided to work 
separately. Therefore, the first period of Modernoi Kairoi’s artistic activity 
came to an end.  

In 2006, two of the founding members, Evita Papaspyrou and Kostas 
Dalianis, decided to join forces with some younger talented actors and other 
important artists working in the theatre at the time and start a second 
period of artistic activity for the company. 

The key element which defined the new era, was the fact that all the younger 
actors who became members of the team, where previously trained in 
Modernoi Kairoi drama school. This meant that these new artists had a 
common way of approaching the creative procedure; they spoke the same 
artistic language. They were restless and eager to explore fresh ways of 
expression. They wanted to discover new forms in order to best serve the 
essence of their art.  

Moreover, the newer and the older members shared the same vision; about 
the theatre and its societal role; they all believed that it could play a 
significant part in the formation of the human conscious and the 
improvement of the society as a whole.  

They all wanted to help people understand that they possessed the power to 
shape their lives. They all believed in a theatre which would be alive and 
vivid, in accordance with the contemporary historical reality. A theatre 
which would tirelessly work to achieve the ultimate goal; the creation of a 
more humane humanity and a more humane human. 

1.3.3. PL – Poland, Stowarzyszenie Edukacyjno-
Społeczno-Kulturalne Teatr Brama 

Teatr Brama was founded in 1996 by its Director, Daniel Jacewicz, and is 
based in Goleniów, where they have premiered many performances and 
hosted numerous projects. For many years Brama has managed to create a 
vibrant artistic environment in Goleniów. Brama works with people of all 
ages and from different cultural backgrounds. The everyday staff of the 
theater is the Director and a team of 8 artists/administrators. These 8 people 
work together on a daily basis with 6 ESC (EVS) volunteers from Erasmus+ 
programme and partner countries. Teatr Brama has hosted 9 successive 
EVS/ESC projects, each of which has lasted one year. During their yearlong 
project at Teatr Brama, the volunteers are offered the opportunity to develop 
their own projects, share their skills and gain new competencies. 
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Teatr Brama travels to offer workshops and perform in festivals in Poland as 
well as internationally. However, being located in a small city with a 
population of 25,000, the majority of their work is community based. The 
Director, artists and volunteers work with different groups in the local 
community, ranging in age from young children to seniors, using theater as 
an educational tool to increase communication skills, develop creativity, 
enhance empathy and foster critical thinking and problem solving skills. 
Working in the local community has helped Brama to create a wide network 
of individuals who can be counted upon to participate in events, happenings 
and performances either artistically or practically. It has also helped with the 
development of a strong audience who regularly attend the cultural offerings 
provided by the theater. 

The largest community group Teatr Brama works with is a network of local 
youth whose individualism does not fit the framework of small-town 
archetypes. These young people are naturally attracted to the theater and 
find their creative “home” there. It is one of Brama’s goals to broaden young 
peoples’ interests in art and culture by offering them opportunities and 
encouraging them to participate in youth exchanges, projects and festivals. 

In 2011, the city of Goleniów gave the Brama Association a residence in the 
amphitheater in the center of the city for the purposes of their work. Brama 
works under the umbrella of the Goleniów Culture House, however it is an 
independent theater/association and maintains its own independent 
headquarters. 

Theatre Brama has been an artistic presence in Poland since 1996 and is 
known and recognized throughout Europe. To date, thousands of people 
have taken place in the activities of the theatre, involving themselves in the 
development of Polish independent theater, the promotion of theater, 
theatrical activities and the arts education community. The theater has won 
many prestigious awards over the course of its 23 years. 

Teatr Brama was one of the founding members of the West Pomeranian 
Theater Offensive (ZOT) a lobbying group formed by 11 alternative 
theaters located in the region, the West Pomeranian Culture Forum an 
organization made up of culture houses and cultural providers located in the 
region as well as the Polish Nationwide Theater Offensive (OOT). In 
Poland, Teatr Brama is best known for their project, Alternative Theater 
Academy, which recruited independent theater makers from across Poland 
and help them to strengthen their entrepreneurship skills thereby increasing 
the amount of independent theaters functioning in cities but more 
importantly, “excluded” communities across Poland. In Europe, Teatr Brama 
is best known for their participation in the Creative Europe project Caravan 
Next, which was a long term project in which professional artists used 
theater and performing arts as a tool to strengthen communities across 
Europe. 

The vision of Teatr Brama is focused at revolutionizing the relationship 
between audience and theater by utilizing performance to create a 
participatory meeting, not a spectator activity. The Teatr Brama ensemble are 
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a diverse group dedicated to a common artistic goal  realized by researching 
the heights and depths of emotion, recalling heritage and reacting to the 
reality of life. As a cultural and educational association, Teatr Brama utilizes 
non-formal and informal educational methods to empower people to use art 
to improve their lives and their world. 

During 24 years of existence Teatr Brama hosted and participated in many 
EU projects. It regularly publicizes project proposals and offer local youth 
the opportunity to participate. They  have hosted a number of youth 
exchanges and projects directed at creating performances and happenings 
that mix together international project participants with people from our 
local community. Teatr Brama is an EVS (ESC) sending and hosting 
organization and completed 8 successful hosting EVS projects and sent 
numerous Polish volunteers to projects throughout Europe. The EVS project 
is highly valuable to our organization, the volunteers and our local 
community because it allows people to be brought together to learn from 
one another cementing their European identity while simultaneously 
fighting xenophobia. We are currently hosting our 10th EVS/ESC hosting 
project and are working with 6 volunteers from Albania, Greece, Poland & 
Turkey.  

Teatr Brama travels to perform at and take part in many theater festivals 
primarily in Poland but also throughout Europe. We also additionally host 
two theater festivals every year: 

1. The Goleniów Theater Meetings Festival BRAMAT, which draws 
professional artists from throughout Poland and the world 

2. The LAKNIENIA Young Theater Meeting, which gives young and 
amateur theaters an opportunity to showcase their work and take part in the 
festival contest. 

Another successful project hosted by Brama is the Alternative Theatre 
Academy (ATA). The first ATA took place during 9 months over the course 
of the year 2012. ATA brought approximately 20 students from all regions of 
Poland to Goleniów for one weekend of every month to introduce them to 
some of the most well known Theater practitioners in Poland and abroad. 
One of the main goals of this project was to teach the students how to create 
a vibrant cultural community in a small town/rural setting. The second 
installment of the Alternative Theatre Academy took place in 2015 and was 
jointly hosted by Teatr Brama and the Grotowski Institute. We are currently 
planning the next installment of the Academy with the National Cultural 
Center.  

Teatr Brama was a main partner in the Caravan Next project funded in part 
by the Creative Europe program. In addition to helping local partners create 
micro events in their community and hosting our own macro event, which 
took place in August 2018, we took part in our projects partners events 
across Europe. Teatr Brama offered workshops to individuals in the 
community our partners identify for us as their target audience. The point of 
the workshop is to prepare individuals from the local community to take 
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part in a Social Community Theatre event, most frequently based on the 
idea of artistic barter. 

The above listed information is only a sampling more important projects 
that Teatr Brama has organized and taken part in over many years. 

1.3.4. PT – Portugal, Actors School (ACT) 
ACT School is an actor training school, founded by Patricia Vasconcelos 
and Elsa Valentim in 2001. Today, it’s recognized for the quality of the 
training provided and the outstanding route of some students who have 
passed through the school.  

ACT’s main purpose is to contribute to the training and professional 
qualification of a new generation of actors, passionate, creative and 
autonomous actors.  

ACT carries out its activity based on solid techniques that allow qualified 
professionals to respond to the diverse demands of the market, whether in 
theater, in cinema or in Television, through the acquisition of a set of tools 
that enhance the best and greatest competencies; thus, ACT counts on the 
contribution of a team of professionals with a wide experience and 
knowledge in this areas.  

In the context of social inclusion ACT:  

1. Develops the project 21 Em Cena, theater classes for young people with 
Down Syndrome;  

2. Contributed to the project The Language of the Heart aiming to raise 
awareness of the need for integration and social inclusion of the hearing 
impaired;  

3. Develops classes for blind people with the Center of Rehabilitation Nossa 
‘Senhora dos Anjos’ since 2014;  

4. Developed theater classes for the elderly;  

5. Contributes to the project ‘Educating for Citizenship’, developing pieces 
presented in several basic schools of the Municipality of Lisbon, Portugal.  

About the partnerships developed by ACT, we highlight the National 
Theaters D. Maria II, São Luiz and Trindade, the SP, SIC, RTP TV and TV 
Globo. When it comes to international partnerships, we highlight Cours 
Florent (Paris, France) and Michael Chekhov Acting Studio (New York, 
USA). Since the beginning of its activity, ACT has awarded professional 
certificate to more than 230 students and has certified more than 20 
students with 1 year of open training.  

ACT faculty consists of 24 teachers, national and international and an 
internal team of 5 staff members.  
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ACT School provides professional course of Actors aims to provide students 
with a wide range of tools, preparing them to face different challenges and 
projects on film, TV and on stage. It is our belief that only by embracing 
different methods and techniques can an actor be fully prepared and 
properly trained to reach their full potential. That has been the philosophy 
behind our school 20 years of work. 

Since the beginning of its activity, ACT has awarded professional certificate 
to more than 250 students.  

It also develops a set of workshops for adults and professional actors. About 
the social responsibility, includes children and teenagers to attend classes in 
theatre, cinema and TV.  

1.3.5 RO – Romania, Replika Cultural Association 
The Replika Center for Educational Theater opened its doors to the public 
on February 13th, 2015 in Tineretului neighborhood, Bucharest. 

The space was conceived as an independent, interdisciplinary space, 
promoting the collaboration between professional artists and members of 
vulnerable communities and encouraging a theater for young audience, 
deeply involved in our society. 

The Replika Center for Educational Theater is a collaborative space, where 
the team is involved in all the activities, from designing artistic programs to 
welcoming the audience, from fundraising to cleaning the toilets. 

The founders and members of Replika Center for Educational Theater 
strongly believe in mutual education through artistic means, in art as a form 
of empowering ignored social groups, voicing their needs and expectations. 
We believe in the activist artist, mirroring the society and transgressing our 
realities, we believe in educational utopias becoming reality, in pedagogy as a 
shared process of raising community stories, in a theater based on 
cooperation and respect for everybody’s story. 

We support free access to cultural education as a fundamental right, 
expanding the access to culture for vulnerable categories disconnected from 
contemporary art. This is why all their events are free and this is why they 
want to tell their stories. 

Replika Center is located in Tineretului neighborhood, a well known area 
for the activism of the inhabitants gathered in different communities to 
protect animal welfare or public parks & nature. The building itself used to 
be a can and chocolate factory from the beginning of 20th Century. 

Three years after its inception, The Replika Center for Educational Theater 
organized 4 Educational Art Platforms, featuring 60 shows, with more than 
150 artists involved, 60 presentations of books and studies and 60 film 
screenings.  
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At The Replika Center for Educational Theater, in three years, we produced 
18 premieres, we organized 12 workshops with children and teenagers and 
more than 16.000 spectators took part in our cultural events. 

Our work has already been recognized by the Romanian Ministry of 
Culture, through AFCN (The National Culture Fund) who offered us in 
January 2016 the Award for Social inclusion and Intercultural Dialogue. In 
March 2016 we were nominated at The Award for Cultural Programs and 
Festivals offered by The National Cultural Radio station.  

In May, 2018, within the UNITER Gala Awards, we received the British 
Council Award. 

Our productions were presented all over Romania, and awarded as follows: 
School time Memories, by Mihaela Michailov, directed by Radu Apostol, 
won Best Independent Theatre Production Award, within The National 
Independent Theatre Festival 2015, Our Daily Hunger, by Peca Ștefan, 
directed by Ana Mărgineanu and Radu Apostol won The Original Award, 
within The Independent Theatre Marathon, 2016, Rovegan, written and 
directed by Catinca Drăgănescu and Sugar Free Family, by Mihaela 
Michailov, directed by Radu Apostol, were selected in the On Section of The 
National Theatre Festival, 2017. Our latest premiere Everything is Alright, 
by Alexa Băcanu, directed by Leta Popescu is selected in the On Section of 
the 2018 National Theatre Festival. 

1.3.6. Coordinator-Social Cooperative Enterprise 
‘Pramata & Thamata’ 

The social cooperative enterprise for collective and public benefit ‘Pramata & 
Thamata’ S.C.E. was founded in Kalamata, in 2014 (Laws 4019/2011 and 
4430/2016) for the purposes of Social and Solidarity Economy with the aim 
of promoting entrepreneurship in areas such as culture, environment and 
education and to help in cultural decentralization.  

Pramata & Thamata S.C.E. has organized various cultural, social and 
educational initiatives, has staged many theatrical and musical theater 
performances, has organized seminars on film and acting, has collaborated 
with many organizations from Greece and abroad and has produced a 
variety of outputs which were disseminated in schools, festivals and private 
businesses.  

Vision: the promotion of education through culture and culture through 
education employing innovative techniques. 

Actions 2015 

1. Collaboration with Kalamata’s Municipal Theatre and Faris (Municipal 
Social & Cultural Enterprise) for the theatrical performances Give youth a 
chance and Midsummer’s night dream (December 2014 – March 2015) 
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2. A Trunk Full of Theater, educational, interactive performance on the history 
of theater (Tripoli, Kalamata / May–August) 

3. Kostis Papagiorgis, the Author Who Loved Philosophy, Football and the 
Taverns, event-tribute in collaboration with the bookstore Greekbooks 
(October) 

4. Practical film seminar: deepening in techniques and “secrets” of the 7th 
art, with the director Nikos Kallaras (November) 

Actions 2016 

1. Interview, a devised theater performance on the problems young people 
face in the labor market (April) 

2. Hermes meets Bach in the café of 1930, educational, musical performance-
collaboration with the musical ensemble Meligiris — for the evolution of 
Music (May) 

3. Manos Hadjidakis: his work in connection with the folk music tradition, 
event-tribute in collaboration with the bookstore Bibliopolis ( July) 

4. Cooperation with Kalamata’s Addiction and Rehabilitation Centre in the 
realization of their annual celebration, with the participation of people 
fighting addictions ( July) 

5. Christmas events in collaboration with the Municipality of Kalamata 
(December) 

Actions 2017 

1. Acting and expression development seminar with the actor Giannis 
Katsimichas (February – March) 

2. Presentation of the educational, interactive performance on the history of 
theater A Trunk Full of Theater in the exhibition spaces of IKEA in 
collaboration with HOUSE MARKET SA (April – May) 

3. The Battle of Drambala, representation of the historic event, in 
collaboration with the Municipality of Megalopolis and the Cultural 
Association of Akovos ( June) 

4. Cooperation with Faris (Municipal Social & Cultural Enterprise) for the 
23rd International Dance Festival of Kalamata ( July) 

5. For how long are we to say; until when?, a theatrical collage based on texts 
by Georgios Souris (August) 

6. Presentation of the book Dust in the Vines by N. Asteriadis, El. 
Stefanopoulou in collaboration with Metronomos publications (September) 

7. Cooperation with Faris (Municipal Social & Cultural Enterprise) for the 
2nd International Competition and Choir Festival (October) 
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8. Co-organization and hosting of the European program Eight For Great / 
Erasmus+, with Octanous AMKE 

9. Christmas events in collaboration with the Municipality of Kalamata 
(December) 

10. Tonight the Souls are Adorned, a Christmas event for the Central Market 
of Kalamata (December) 

Actions 2018 

1. The Battle of Drambala, representation of the historic event, in 
collaboration with the Municipality of Megalopolis and the Cultural 
Association of Akovos ( June) 

2. Cooperation with Faris (Municipal Social & Cultural Enterprise) for the 
24th International Dance Festival of Kalamata ( July) 

3. The Day After, European Program Citizens / part 1, European memory 
(Citizens for Europe / European Remembrance) for the reconstruction of 
the historical memory of the interwar period, in the framework of which the 
documentary theater performance INTERMEZZO was created. 

4. Christmas events in collaboration with the Municipality of Kalamata 
(December 2018) 

Actions 2019 

1. Pareostato, an interactive theatrical performance with the students of 
Kalamata’s Special Vocational Centre in collaboration with the P.G.A. Life 
Force ( June) 

2. The Battle of Drambala, representation of the historic event, in 
collaboration with the Municipality of Megalopolis and the Cultural 
Association of Akovos ( June) 

3. Cooperation with Faris (Municipal Social & Cultural Enterprise) for the 
25th International Dance Festival of Kalamata ( July) 

4. The Unbearable Stupidity of Stupidity, a comment-performance by one 
actor who confronts “stupidity” ( July) 

5. Cooperation with Faris (Municipal Social & Cultural Enterprise) for the 
3rd International Competition and Festival of Choirs (October) 

6. SOCIACT, European Erasmus+ / Adult Education Program, on the role 
of social theater and the exchange of good practices 

7. Christmas events in collaboration with the Municipality of Kalamata 
(December) 

Actions 2020 
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1. SOCIACT, European Erasmus+ / Adult Education Program on the role 
of social theater and the exchange of good practice 

2. The Suitcase with the Three Teapots, a theatrical performance for children in 
primary schools and kindergartens. (Messenian Perfecture / February - 
interrupted due to Covid-19) 

3. Cooperation with Faris (Municipal Social & Cultural Enterprise) for the 
26th International Dance Festival of Kalamata (August) 

4. ADORM, European Erasmus+ / Adult Education Program, involving 
older people as volunteers in social cohesion and promotion of Local 
History and Cultural Heritage 

5. CARTA-2020, European Program "Citizens" / part 1, European Memory 
(Citizens for Europe / European Remembrance), on fundamental human 
rights as defined by the Charter of Rights of Europe 

Actions 2021 

1. The Battle of Drambala, representation of the historic event, in 
collaboration with the Municipality of Megalopolis and the Cultural 
Association of Akovos ( June) 

2. Cooperation with Faris (Municipal Social & Cultural Enterprise) for the 
26th International Dance Festival of Kalamata ( July) 

3. SOCIACT, European Erasmus + / Adult Education Program, on the role 
of social theater and the exchange of good practices 

4. ADORM, European Erasmus + / Adult Education Program, involving 
older people as volunteers in social cohesion and promotion of Local 
History and Cultural Heritage 

5. CARTA-2020, European Program "Citizens" / part 1, European Memory 
(Citizens for Europe / European Remembrance), on fundamental human 
rights as defined by the Charter of Rights of Europe. 
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Activities and results 
2.1. Core activities 

2.1.1. Learning Activity in Bucharest, Romania 
Team:  

Radu Apostol, born in Bucharest in 1977, theater director, Ph.D. Lecturer at 
The National University of Theatrical Arts and Cinematography “I.L. 
Caragiale”, co-fonder of Replika Center for Educational Theatre, winner of 
UNITER Debut Award and Opera Prima Award offered by the Ministry of 
Culture in 2002 for directing At Home—a community based theater show 
involving 10 street children and 2 professional actors. Radu was a CEC 
ArtsLink fellow in 2005 with an artistic residency at The Cornerstone 
Theatre Company, Los Angeles, a PhD Lecturer at the Directing 
Department, at UNATC Bucharest, co-fonder of dramAcum. He staged 
community based theater shows, educational theater performances and 
contemporary Romanian plays. 

Mihaela Rădescu was born in Brașov, in 1962. She is a Szentgyorgy Istvan 
Theatre Institute alumna (Târgu Mureș). She had been an actress at The 
National Theatre form Tg. Mureș since 1987 until 1995, where she was part 
of more than twenty different shows. Since 1996, she has been an actress at 
The Small Theatre Bucharest, where she has been playing more than thirty 
characters. She was part of the independent theatre pioneering (Green 
Hours- Monday Theatre) and one of the co-founders of Replika Center for 
Educational Theatre. During her existence on stage, she got to know closely 
plays and writings by Shakespeare, Molière, Strindberg, Dostoevsky, Blaga, 
Caragiale, Martin Crimp, Tony Kushner, Maria Manolescu. Cătălina 
Buzoianu, Victor Ioan Frunză, Radu Apostol, Ana Mărgineanu, Theodor 
Cristian Popescu (directors), Florin Fieroiu (choreographer), Dorina Crișan 
Rusu (musician) represent the most important personalities that influenced 
her career. 

Viorel Cojanu, born in Bucharest in 1978 — actor and performer, 
playwright, project manager, co-founder and executive director of the 
Replika Center for Educational Theatre. Project manager: Our Daily Hunger 
– An Immersive Theater Tour, financed by the Romanian Ministry of Culture 
through the AFCN grant program, 2016; Stories at Replika – an 
Educational Arts Platform, financed by the Romanian Ministry of Culture 
through the AFCN grant program and the Bucharest Municipality through 
the ARCUB grant program, two editions in 2015 and 2016; A Canine 
Charter in the Public Libraries from Moldova – a community based theater 
project for animal walfair and Children of Migration – An Educational 
Theater Tour in Transilvania, both financed by the SEE Grant, 2014-2015; 
Educational Theater Center – financed by the FDSC, 2014. 
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Mihaela Michailov is a playwright, theatre critic, and co-founder of The 
Replika Center for Educational Theatre. She is a PhD lecturer at The 
National University of Theatrical Arts and Cinematography “I.L. Caragiale”. 
She created educational theater programmes, coordinated theater workshops 
for youth and elder people. Her plays are focused on relevant topics for 
youth: bullying, hermetic educational system, children living on their own 
having their parents working abroad, children rights, etc. 

Silvana Negruțiu, born in Tg. Mureș in 1989, is UNATC “I.L.Caragiale” 
alumna, actress at Bulandra Theatre and has been a Replika member since 
February 2017. She has been collaborating with many independent and state 
theatres in Bucharest (Odeon, Foarte Mic, Mic, Comedie, Godot, Lipscani, 
Roșu) since 2010. She strongly believes in the educational function of 
theatre for the actors, as well as for the audience. She also believes that 
through art, people might have an easier and more certain approach to 
problems that society must confront. She believes in an art that challenges 
the individuals to really face some topics which they may ignore, they may 
be uninformed or misinformed about.  

Gabi Albu, born in the 70’s, licensed in Architecture School in the 00’s, 
interested in theatre and set design since the 90’s. Finally gets to do it in the 
10’s. Stuck with it since. In the 15’s, Gabi meets at Replika a group of artists 
who make her give up (part of ) her materialistic beliefs and convince her 
that culture, above all should be afforded by anyone, for free, at no price — 
being priceless. She hopes and prays that if they continue to spread this 
credo and attract more and more people in the “cult cage” around the 40’s, 
they can take pride in a better society. Meanwhile she plays her professional 
parts as a member and set designer at Replika Center, producer at The 
National Theatre “I.L. Caragiale” and last but not least owner architect at 
Tom Fingerprint Studio.  

Elena Găgeanu is a multimedia and theater enthusiast. Not interested in 
labels, but highly interested in (and concerned about!) current politico-
socio-economic issues, she tries to deconstruct complex notions and present 
them in a relatable, intelligible and entertaining way using video projections 
or other types of media. A Mount Holyoke College alumna (Massachusetts, 
USA), she believes in the need of diversity, equal rights, free access to 
cultural activities and that all art is, whether we want it or not, political. 
Elena joined Replika in July 2015. 

Implemented programme 

Monday,  
09 March 2020

19:00–21:00 @ Replika Center for Educational Theatre 
- presentation of the Replika programmes 
- presentation of the new participants 
- updates with the Corona virus and the situation in each country 
- decisions about modification of the schedule since all the cultural institutions, theatres, were closed 
in Bucharest, starting from 9 March at 10:30
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2.1.2. Learning Activity in Athens, Greece  
Team:  

Kostas Dalianis is an acclaimed Greek director with a long and successful 
career in theatre. He has directed more than 50 plays of classical and 
contemporary repertoire, music shows and concerts in large venues like the 
Peace and Friendship stadium and the Herodus Atticus Odeon. He has also 
directed plays for the radio and the television and he has taken part in 
international cinema and TV productions. He has served as artistic director 
in the regional theatres of Volos and Rhodes. What's more, he has translated 
numerous theatrical theoretical essays and has adapted and translated a lot 
of original plays. He is one of the founding members of the drama company 
Modernoi Kairoi, which has been operating in the Greek theatrical stage for 
more than 20 years and he is also the artistic manager of the drama school of 
higher education Modernoi Kairoi since 2006. He has been teaching young 
actors for more than 20 years. 

Evita Papaspyrou is an acknowledged Greek actress with a long and 
successful career in the theatre. She graduated from the prestigious school of 
Pellos Katselis and she has been working ever since. She took her first 
professional steps in the National Theatre of Northern Greece where she 
was given the chance to test her strength in a wide variety of parts for several 
years. She has collaborated with many Greek directors in both classical and 
contemporary plays. She has also performed for the radio and TV and has 
dubbed plenty of movies, especially for kids. She has translated plays from 
the French language which she speaks fluently. For many years she has been 
staging plays for young adults and teenagers, and she has been teaching 
acting, too. Along with Kostas Dalianis she founded the drama school 

Tuesday,  
10 March 2020

10:00–20:30 @ Replika Center for Educational Theatre 
Presentations of best practices of cultural programmes with social relevance and meetings with 
cultural managers and cultural curators from Romania. 
10:00–11:00 Alexandra Zbuchea presents the project I WONDER WHY? 
11:00–12:00 Jo Brăilescu presents the project ONE WORLD ROMANIA AT SCHOOL 
12:00–13:00 Katia Pascariu presents THE 4th AGE PROGRAM 
13:00–15:00 Lunch 
15:30–16:30 Raluca Iacob presents the project CULTURE IN EDUCATION 
16:30–17:30 Valer Simion Cosma presents the project TELCIU SUMMER SCHOOL 
19:00–20:30 watching international awarded short movies about school and society

Wednesday,  
11 March 2020

10:00–15:00 
- Reading rehearsal of the show “Limits”, by Mihaela Michailov and Radu Apostol 
- Reflections of the implications of social based projects 
- Updated information about Corona virus in each participant country

Thursday,  
12 March 2020

10:00–13:00 @ Replika Center for Educational Theatre 
10:00–11:00 Mihaela Michailov & Radu Apostol present community based cultural projects at 
Replika (presentation of best practices) 
11:00–13:00 
Evaluations of the learning activities 
Conclusions of the participants 
Departures
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Modernoi Kairoi in 2006 and she has been teaching there ever since. She is 
one of the founding members of the theatre company Modernoi Kairoi 
which operates in the Greek theatrical stage for about 20 years. 

Fania Daliani is a highly skilled actress for the passed 14 years and acting 
teacher for the passed 9 years. She was born in Athens and from the early 
age of 4years old started rhythmic gymnastics (Orff system) in Matei 
School. A couple of years later, classical ballet in Anna Petrova’s school for 
10 continuous years. She attended seminars in contemporary dance, Butoh, 
latin, tango, waltz, flamenco, contact improvisation and ashtanga yoga, with 
prestigious teachers. Studied theatre in Contemporary theatre of Athens 
with G. Kimoulis and in Modernoi Kairoi drama school. Also attended 
theatre seminars with A. Apartian, L. Koniordou, P. Moustakis, E. 
Papaspyrou, K. Dalianis, R. Pateraki, L. Philipova. She is performing in 
theatres for the passed 14 years. She is teaching Acting and Improvisation in 
Modernoi Kairoi Drama School since 2011 and after numerous of seminars 
she started teaching theatre for kids. Since 2014 she is the head operator of 
Theatrical Workshop for Children in Modernoi Kairoi Drama School. Main 
speaker on Recitation and Acting seminar in Saint Joseph School. She is 
also a coach for primary school children, preparing them for Art Schools. 

Vasilis Georgosopoulos is an actor, director, physiotherapist and yoga 
teacher of the Ashtanga Vinyasa Yoga system. Graduated from Modernoi 
Kairoi Drama School, where he now teaches Contact Improvisation, 
Ashtanga Yoga and Anatomy & Kinesiology. He has also taught in a 
reputed dance academy in Athens and for the last eight years he has been 
teaching traditional Ashtanga Yoga at a prominent Yoga institution. He is an 
active member and has performed in numerous productions of the company 
Modernoi Kairoi. Has also attended seminars with highly esteemed teachers 
and is trained in the Alexander Technique, Contact Improvisation, 
contemporary dance, Flamenco, Butoh, as well as various higher studies in 
physiotherapy and kinesiology. His research interests deal with the physical 
training in an attempt to intertwine the science of physiology with the 
artistic expression of the actor. 

Maria Kolokytha is a Greek actress. She graduated from the acknowledged 
drama school Modernoi Kairoi and has been working in the theatre ever 
since. Prior to her graduation she joined the Modernoi Kairoi theatrical 
company of which she is still a member. During the past 15 years, she has 
taken part in many stage productions. Subsequently, she has been given the 
chance to experiment in a wide variety of parts and develop her skills. She 
has collaborated with many Greek actors in both classical and contemporary 
plays. She has participated in short films and movies as an actress and she 
has also worked as a member of the production and casting team, in both 
plays and films. She has translated several essays with content relevant to 
film theory. For the past 5 years she has been staging short plays for young 
kids and teenagers as part of their English practice and she has been 
teaching theatrical games too. She is one of the recent members of the 
theatre company Modernoi Kairoi which operates in the Greek theatrical 
stage for about 20 years. 
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Orestes Stylos is an actor, born and raised in Athens. He has studied Physics 
in National and Kapodistrian University of Athens and the summer of 2020 
acquired an actor’s degree from Modernoi Kairoi Drama school. He has 
performed in three theatre productions with a college theatre company and 
one with an independent amateur company, of which he is one of the 
founding members. He has also worked as a production assistant in various 
movies, documentaries and advertisements. 

Andreas Velentzas is an actor, born and raised in Athens. He has a nursing 
school bachelor degree with specialty in first aid and an actor’s degree from 
Modernoi Kairoi Drama school. Performed in theatres for 10 years in a 
college theatre company and acted professionally for the passed 5 years. 
Acted in television series and Greek short films. He has attended a variety of 
dance and body movement seminars. He is one of the first members of 
Greek college theatre festival. Highly skilled in sawing theatrical costumes 
and set designer for theatre productions. 

Implemented programme 

Thursday,  
26 June 2021

18.00 “Let’s have a drink together and get to know us better” Welcome – Acquaintance  
19.30 - 20.30 “Come and have a look at our place, classrooms etc. and let us present ourselves” 
Presentation of our Drama School and Theatre, Modernoi Kairoi (Modern Times). Led by Kostas 
Dalianis

Friday,  
27 June 2021

9:30 “Good morning… coffee, tea or juice?” Arrival at Drama School and Theatre, Modernoi Kairoi.  
10:00 “Let’s listen to what they have to tell us…” Series of speeches.  
-Doing Theatre with teenagers, why bother? Introduction by Tina Giannouli, literature teacher at 
'Saint Joseph' school 
-The Artistic Schools in Greece: Introduction by Fania Daliani actress, act teacher at Modernoi 
Kairoi drama school and by Zoe Bandi, secondary school student 
-From an incident to a song: Introduction prepared by Kostas Gakis, musician, director and actor, 
presented by his students. 
-When dreaming brings you back to reality: Introduction by Maria Lambrou drama school student 
(second year) 
-A neurological approach to acting-working with people with neuromuscular disorders: 
Presentation by Annita Kapoussizi, actress, director and dramatist, founder and artistic director of 
theatre group ARTmeleia and co-founder of Directors Lab Mediterranean.  
13.30 – 15.30 “Let’s go for a walk to Gazi Square and eat souvlaki!!!” Lunch at Gazi square.  
15.30 – 18.00 Break  
18.00 - 20.00 “Time for Action!!!” From Folk poetry to the Ancient Greek Theatre. The acting 
process. Demonstration: The folk poem Tou giofiriou tis Artas (“The bridge of Arta”) Part of Aeschylus 
tragedy Eumenides, Chorus of Erinyes. Led by Evita Papaspirou
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2.1.3. Learning Activity in Lisbon, Portugal  
Team:  

Patricia Vasconcelos was born in Lisbon in 1966 and lived abroad between 
1976 and 1988. She started her career as Casting Director in 1989. 
Responsible for the casting of numerous movies, national and international, 
programs and TV shows, as well as more than a hundred advertising films. 
In cinema, worked with numerous film and TV directors such as Marco 
Martins, Raul Ruiz, António-Pedro Vasconcelos, Patrice Chereau, among 
others. Since 2016, member of the Casting Society of America (CSA). She 
is the founder and member of the Board of Directors of the Portuguese 
Academy of Cinema, where, among other initiatives, she created and 
developed the Passport project, whose fifth edition took place in 2020, 
making Portuguese actors known to renowned casting directors from around 
the world. She is also the founder of Mansarda, a Social Solidarity project, 
whose mission is to help current and former professionals that were 
connected to the artistic world.  

Elsa Valentim is a Portuguese actress and theatre director, who was born in 
Beja (Portugal) in 1966. She is the founder and artistic director of Act 
School, a private acting school in Lisbon. She is also the co-founder of 
Teatro dos Aloés, a theatre company set up in 2001 by a group of actors, 
where she is both an actress and director. In Act School, she has developed 
and applied her own teaching method based on Michael Chekhov’s 
technique. She has been an acting teacher for the last 20 years. Elsa has 
performed in more than 30 plays over the last 25 years, by both Portuguese 
and foreign authors, including Shakespeare, Chekhov and Brian Friel. 
Besides major Portuguese directors, she has worked with the French 
directors, Bernard Sobel and Mario Gonzalez. In 2018 she received, in Paris, 
the François Florent award for Pedagogie.  

Saturday,  
28 June 2021

9.00 – 12.00 “Shall we go for a walk?” Conducted Tour to the historical center of Athens.  
12.30 “…coffee, tea or juice?” Arrival at Drama School and Theatre, Modernoi Kairoi.  
13.00 - 14.30 “Time for Action!!!” Presentation – a form of a movement lesson based on physical 
actions, tutored at our Drama School. Led by Vassilis Georgossopoulos  
14.30 – 15.30 “Did you taste this one?” Treat and lunch with traditional Greek dishes.  
15.30 – 17.30 Break  
17.30 – 18.45 “Time for Theatre” The Investigation (“Die Ermittlung”) by Peter Weiss. (Extended 
Parts of the play). Class 2 of drama school. Led by teacher/director Kostas Dalianis.  
19.00 - 19.50 Golden Dawn political party and criminal organization documentary presentation: 
Nazism in Greece in the 21st century. The trial and sentencing for the assassination of Pavlos 
Fissas.

Sunday,  
29 June 2021

10.30 “Good morning… coffee, tea or juice?” Arrival at Drama School and Theatre, Modernoi 
Kairoi.  
11.00-12.30 “What’s your opinion?” Guided conversation about Covid-19.  
12.30-13.30 “See you soon…” Closure and goodbye. 
Departures 
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Mónica Queiroga has a master’s degree in Art and Education and has been 
a part of ACT since 2017 as a producer with a vast experience on film and 
television production in Portugal. 

Implemented programme 

2.1.4. Learning Activity in Holstebro, Denmark  
Team:  

Eugenio Barba was born in 1936 in Italy and grew up in the village of 
Gallipoli. His family’s socio-economic situation changed drastically when 
his father, a military officer, was a victim of World War II. 

Upon completing high school at the Naples military college (1954) he 
abandoned the idea of embarking on a military career following in his 

Thursday,  
15 July 2021

15:30 – 19:30  
Chapitô

-Presentation of the new participants  
-Teresa Ricou presents Chapitô the Social project, School and 
Company  
-Patrícia Vasconcelos presents Project 21 Em Cena and Mansarda  
Costa do Castelo 7, Lisboa

19:30 – 21:00 Dinner (Chapitô à Mesa)

Friday,  
16 July 2021

10:00 – 11:30  
Largo Intendente

Largo Residence: Meeting with Marta Silva  
Largo do Intendente Pina Manique 19, 1100-158 Lisboa

12:00 -13:00  
CCB

CCB – Instalação Natureza Fantasma  
Praça do Império, 1449-003 Lisboa

13:30 – 14:30 Lunch

15:00 – 16:30  
Boutique da Cultura

Boutique da Cultura  
Avenida Colégio Militar, 1500-187 Lisboa

17:00 – 20:00  
Teatro Taborda

Teatro Da Garagem: Meeting with Carlos Pessoa e Ana Palma presents 
Theater and community Project  
Meeting with the participants of Try Better, Fail Better  
Costa do Castelo 75, 1100-179 Lisboa

20:00 – 21:30 Dinner (Taborda Restaurante)

Saturday,  
17 July 2021

10:00 – 11:00  
Centro Cultural de 
Carnide

Presentation of the Project Centro de Recursos da Rede  
B, R. Rio Cávado 3, 1600-702 Lisboa

11:00 - 12:00 Presentation of ACT School with the participation of ACT students.

12:00 – 13:30 Ana Lázaro presents Auto de Natal - Irmandade de S. Roque/Santa 
Casa da Misericórdia  
Movie session Contos Além-Longe from Auto de Natal

13:00 – 15:30 Lunch (Centro Cultural de Carnide)

Sunday,  
18 July 2021

10:00 – 13:00  
LX Factory

Act School  
Edifício I 0.2, Rua Rodrigues de Faria 103, 1300-472 Lisboa

10:00 – 11:30 Paula Varandas presentation of Companhia Maior

11:30 – 13:00 Evaluation of the learning activities and participant’s testimony.
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father’s footsteps. Instead, in 1954, he emigrated to Norway to work as a 
welder and a sailor. At the same time he took a degree in French, Norwegian 
Literature and History of Religions at Oslo University. 

In 1961 he went to Poland to learn directing at the State Theatre School in 
Warsaw, but left one year later to join Jerzy Grotowski, who at that time was 
the director of the Theatre of 13 Rows in Opole. Barba stayed with 
Grotowski for three years. In 1963 he traveled to India where he studied 
Kathakali, a theatre form which was unknown in the West at that time. 
Barba wrote an essay on Kathakali which was immediately published in 
Italy, France, the USA and Denmark. His first book about Grotowski, In 
Search of a Lost Theatre, appeared in 1965 in Italy and Hungary. 

When Barba returned to Oslo in 1964, he wanted to become a professional 
theatre director but, being a foreigner, he was unable to find work. He 
gathered together a few young people who had not been accepted by the 
State Theatre School, and created Odin Teatret in October 1964. As the first 
theatre group in Europe, they worked out the new practice of training as a 
total apprenticeship. They rehearsed in an air-raid shelter their first 
production, Ornitofilene, by the Norwegian author Jens Bjørneboe, which 
was shown in Norway, Sweden, Finland and Denmark. They were 
subsequently invited by the Danish municipality of Holstebro, a small town 
in north-west Jutland, to create a theatre laboratory there. To start with, they 
were offered an old farm and a small sum of money. Since then Barba and 
his collaborators have made Holstebro the base for their multiple activities. 

During the past fifty-six years Eugenio Barba has directed 79 productions 
with Odin Teatret and with the intercultural Theatrum Mundi Ensemble, 
some of which have required up to two years of preparation. Among the best 
known are Ferai (1969), My Father’s House (1972), Brecht’s Ashes (1980), The 
Gospel According to Oxyrhincus (1985), Talabot (1988), Kaosmos (1993), 
Mythos (1998), Andersen’s Dream (2004), Ur-Hamlet (2006), Don Giovanni 
all ’Inferno (2006), The Marriage of Medea (2008), The Chronic Life (2012) and 
The Tree (2016). 

Since 1974, Eugenio Barba and Odin Teatret have devised their own way of 
being present in diverse social contexts through the practice of the “barter”, 
an exchange of cultural expressions with a community or an institution, 
structured as a common performance. 

In 1979 Eugenio Barba founded ISTA, International School of Theatre 
Anthropology thus opening a new field of studies: Theatre Anthropology. 

Eugenio Barba has been awarded honorary doctorates from the Universities 
of Århus, Ayacucho, Bologna, Havana, Warsaw, Plymouth, Hong Kong, 
Buenos Aires, Tallinn, Cluj-Napoca, Edinburgh, Shanghai, Brno and 
Peloponnese as well as the Reconnaissance de Mérite Scientifique from the 
University of Montreal and the Sonning Prize from the University of 
Copenhagen.  
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He is also the recipient of the Danish Academy Award, the Mexican Theatre 
Critics’ prize, the Pirandello International Prize and The Thalia Prize from 
The International Association of Theatre Critics (IATC). 

Else Marie Laukvik was born in 1944 in Oslo, Norway. She was one of the 
five young people who agreed to work with the then unknown Eugenio 
Barba in Oslo in 1964. Else Marie followed the group to Holstebro, 
Denmark. Her experiences as an actor are published in The Actor’s Way, 
edited by Erik Exe Christoffersen. At the same time as she was performing 
with Odin Teatret, Else Marie worked as director for Teatret Marquez in 
Aarhus, Denmark, from 1981 to 1991, and from 1993 to 2004. As an actress 
Else Marie has also collaborated with Teatro Tascabile di Bergamo (Italy), in 
1996. She worked as a freelance director with Munin Teatret (Denmark) in 
1997, Teatro Actores Alidos (Italy) in 1999, Rogo Teatro (Italy) in 2002, 
Associazione Culturale Teatro dell’Albero (Italy) in 2003. Else Marie 
Laukvik toured to Australia and New Zealand in 2004 as director of the 
performance Ingeborg Stuckenberg, Teatret Marquez, giving lectures at 
universities about Odin Teatret’s history. Else Marie worked as director with 
the musical trio Kabaret Wagon, making En Tu Pequeña Vida in 2005, and 
The Monkey Orchestra, a performance for children, in 2006. In 2007, she 
directed the cabaret performance Hungry Tigers with the new theatre duo 
Mia & Max. Else Marie Laukvik has created My Stage Children, a 
performance which presents all her stage characters live and through film 
fragments. 

Julia Varley was born in 1954 in London, Great Britain, and joined Odin 
Teatret in 1976. Apart from acting she is active in directing, teaching, 
organising and writing. At the age of three she moved to Milan, Italy, where 
she did her schooling, including Philosophy Studies at Milan University. 
Before joining Odin Teatret she worked in Milan with theatre with Teatro 
del Drago, Centro Sociale Santa Marta and Circolo La Comune, and earned 
her living as an assistant film producer. With Odin Teatret, Julia Varley 
teaches in schools and universities and has synthesised her experience in 
four work demonstrations: The Echo of Silence, The Dead Brother, Text, Action, 
Relations and The Flying Carpet. Since 1990 she has been involved in the 
conception and organisation of ISTA (International School of Theatre 
Anthropology) and of the University of Eurasian Theatre, both directed by 
Eugenio Barba. Since its beginning in 1986 she has been active in The 
Magdalena Project, a network of women in contemporary theatre. She is 
also artistic director of Transit International Festival, Holstebro, and editor 
of The Open Page, a journal devoted to women's work in theatre. In the 
framework of The Magdalena Project, Julia also takes part in the 
collaborative project Women with Big Eyes which has been performed in 
Denmark and Cuba. In connection with Odin Teatret's intercultural 
productions and Holstebro Festuge, Julia has started an ongoing pedagogical 
collaboration with groups of young actors (“Ageless”, “Jasonites”, “Ur-
Hamlet Foreigners”) both in Denmark and abroad. Julia Varley directs her 
regular longlasting students. She has directed two productions with 
Pumpenhaus Theater in Germany (Auf den Spuren des Yeti and Blau), two 
productions with Ana Woolf from Argentina (Seeds of Memory and White is 

36



the Night), a children’s production with Hisako Miura from Japan (Fox 
Wedding) and two productions with Lorenzo Gleijeses and Manolo Muoio 
(Il figlio di Gertrude and L’esausto o il profondo azzurro) and another with 
Gabriella Sacco (The Taste of Oranges) from Italy. She has worked as assistant 
director for the films Anabasis and On the Two Banks of the River, and for the 
production of the film Come! And the Day Will Be Ours. Julia Varley has 
written two books: Wind in the West—a novel by a theatre character (Odin 
Teatret Forlag, Denmark) and Notes of an Odin Actress – Stones of Water 
(Ubulibri, Milan; Escenologia, Mexico; Alarcos, Cuba; San Marcos-
Yuyachkani, Peru; Entretemps, France; Routledge, UK). Her articles and 
essays have been published in journals such as The Mime Journal, New 
Theatre Quarterly, Teatro e Storia, Conjunto, Lapis, The Open Page, 
Performance Research, Teatro XXI and Máscara. 

Carolina Pizarro was born in 1981 in Chile. She is an actor, director, teacher 
and organiser. Carolina has a Bachelor of Arts, with a specialty in Acting, 
from the University of Chile. She has continued her learning process in 
different areas of stage work and has studied several physical and vocal 
techniques. In 2008 Carolina began her research into the transmission of 
experience, artistic autonomy and how to create a bridge between training 
and creation which has become the base of her artistic work. Carolina’s 
relationship with Julia Varley and Roberta Carreri, her close ties with Odin 
Teatret since 2006 and, on the other hand, meetings with her teachers 
Karnan Kumar in the Silambattan, Lakshman Gurukkal and Radhika 
Gurukkal in the Kalaripayattu since 2011, serve as inspiration to continue 
practical learning and research. From 2010 to 2012 Carolina was an actress 
in Historia Abierta directed by Lorent Wanson, touring Chile, Belgium and 
France. In Chile she directs a group of university students, and has started 
the international project Transfer to invite foreign theatre companies and 
artists to Chile. From 2010 to 2015 she was a teacher of “Escuela de cuenta 
cuentos Fundación Mustakis” (storytelling techniques) and producer of the 
“Maratón internacional de Cuenta Cuentos ECC”. In February 2013 
Carolina received the prize for best actress and best performance at the 
Coquimbo Theatre Festival in Chile. She is an active member of The 
Magdalena Project and Women for Culture. Social Project creator of Your 
story is my story and Play Time, where she works with children from refugee 
centres, schools and community centres. With her performances, work 
demonstration and workshops, Carolina passes on her experience in events 
organised by different cultural institutions, universities, independent 
companies, theatre festivals, theatrical pedagogy around the world. Carolina 
joined Odin Teatret as an actor in September 2015. 

Luis Alonso was born in Chile in 1980 and joined Odin Teatret in 2016, 
while working on specialised studies of Nordisk Teaterlaboratorium, which 
he continues to do under the supervision of Eugenio Barba. He has since 
been included in performances as an actor. Prior to joining Odin Teatret, 
Luis worked as an actor and teacher of storytelling in Chile, as well as giving 
drama classes at universities and private institutions. He studied stage work 
at the University of Chile (1999-2003) and took his pedagogical training at 
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the Catholic University while gaining additional experience as an assistant 
to masters of various theatre disciplines. 

Elena Floris is a musician, actress, musical director of Odin Teatret, and 
assistant director of Eugenio Barba since 2015. She was born in L’Aquila, 
Italy, in 1982. Elena began to study violin at the age of 6, she received her 
diploma in violin from the Conservatory in 2004 and graduated in 
Psychology in 2006. Alongside the classical music she has played in different 
formations of various kinds of music, especially folk, as well as jazz. She has 
played with various classic chamber ensembles, joined various bands (Nidi 
D'arac, Orchestra di Piazza Vittorio among others) and played with famous 
Italian soloists like Daniele Silvestri, Laura Pausini, Roy Paci, Emma 
Marrone. Elena Floris collaborates with Odin Teatret actress Iben Nagel 
Rasmussen, as actress-violinist in the Italian, Spanish and English versions 
of the production Ester’s Book since 2005, and is a member of the group 
The Bridge of Winds, led by Iben Nagel Rasmussen since 2006. Elena 
officially joined the Odin Teatret ensemble as a musician in 2009. 

Per Kap Bech Jensen is administrative director at Nordisk 
Teaterlaboratorium – Odin Teatret and former executive director at DSI 
Swinging Europe. Alternate to the cultural Collaboration Mid- and West 
Jutland, Board member in Dansk TalentAkademi, Advisory board member 
IÆK – Drama and Music (Aarhus University) and board member of 
Kulturdivisionen. Per Kap Bech Jensen is former Chairman of DSI 
Swinging Europe, Chairman of Altamira Studio Teater and Chairman of 
Danish ITI. 

Michelle Marie Rodríguez (Puerto Rico) is a  performing artist in Ikarus 
Stage Arts-Nordisk Teaterlaboratorium. Special abilities: Acting, Stilts, 
Juggler, Voice, Guiro and basic trumpet player 

Francesca Tesoniero is an architect who has changed her focus to the 
architectural space on the stage. As a performer she is full of energy and 
spreads this to her surroundings. She also use her handcraft skills to build 
scenography and props. She is actress Ikarus Stage Arts, Nordisk 
Teaterlaboratorium. Special abilities: Acting, Voice, basic “tammorra” player 

João Carlos Silva is a perfomer of scenic arts, he finishes the professional 
course of arts of the show and interpretation in 2012, in the Conservatório 
de Música da Jobra in Albergaria-a-velha. During these three years of 
training he had the opportunity to work with such names as Romulus 
Neagu, Victor Valente, Marta Pazos, Hugo Torres, Jose Diaz, Uxia Pereiro 
Vaello, Inês Lua, Itelvino Vasquez and Luis Campião. 

In 2012 he participates as an actor in the show Joane of the Galician 
company Voadora directed by Marta Pazos and presented in Guimarães, 
European Capital of Culture of the respective year. 

He complemented his training with different workshops in the area of 
contemporary dance and circus arts. In 2013, he joined the cast of the 
theater company Trigo Limpo Teatro Acert where he remained for three 
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years. He participates in shows directed by José Rui Martins, Pompeu José 
and Raquel Costa. 

Spectacles: A Viagem do Elefande, of José Saramago with direction of José 
Rui Martins and Pompeu José; Máquina de fazer espanhóis, by Valter Hugo 
Mãe with direction of Pompeu José; Cicatriz, by Carlos Santiago; Um Urso 
com Poucos Miolos, of Álvaro Magalhães with direction of Raquel Costa; 
Pequeno Grande Polegar, text written by José Rui Martins with direction of 
Pompeu José. He won the scholarship of specialization and artistic 
valorization of the Calouste Gulbenkian Foundation in 2016 and goes to 
Barcelona to take a course in physical theater at the Berty Tovías 
International Theater School, where he graduates in the methodology of 
Jacque Lecoq. In 2019, he found in Guinea-Bissau, APELARTE, social 
cultural association that aims the development of the performing arts and 
the cultural dissemination of the country. 

He is currently an actor of Ikarus Stage Arts, from the Nordisk 
Teaterlaboratorium-Odin Teatret, in Holstebro in Denmark, and is part of 
different performances as: The Blue apple, Bremen’s Musicians, Eccoes of 
Celebration, and Root’s from the sky (work in progress). 

Simone Dragone is a PhD student in Digital Humanities – Arts, 
Performing Arts and Multimedia Technologies at the University of Genoa, 
Italy . He is responsible for OTA (Odin Teatret Archives) in Holstebro 1

(Denmark). He graduated in Modern Literature and Performing Arts at the 
University of Genoa. He is one of the founders of ilFalcone, Genoa 
University Theatre (2016), for which he was producer until April 2019. He is 
on the Editorial Board of the Journal of Theatre Anthropology, founded and 
directed by Eugenio Barba. He has good knowledge of digitization, editing 
and metadating of paper documents and photos, audiovisual editing with 
Adobe Premiere and Photoshop, creation of blogs and small websites with 
Content Management Systems as Wordpress, Wix and Drupal. He plays 
acoustic and electric guitar and has good knowledge of music theory.  

Theatre live performances and their creative processes are part of the cultural 
heritage, but unlike written documents, photographs, paintings, and videos, 
they are ephemeral and immaterial. So how can they be archived and 
consulted? Departing from existing metadata practices and IT ontologies, 
the research wants to establish new methodologies to assign metadata to 
map live performance’s creative process and create a search engine relevant 
for archives in the field of theatre and performing arts. 

The search engine aims to allow scholars, researchers and students in theatre 
history and performing arts theories to track and study a single performance 
creation: from the idea through the creative process until the premiere. 

 PhD Research Project1
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Implemented programme 

2.1.5. Learning Activity in Goleniów, Poland 
Team:  

Daniel Jacewicz is theater director, actor, cultural animator, theater 
instructor. In 1996, in Goleniów (PL) he founded Teatr Brama, an 
independent theatre and association—combining artistic, educational and 
cultural activities. He is the originator and producer of the BRAMAT 
Theater Festival and the Laknienia Festival of Youth Theater. He is a 
longtime animator for local, national and international theater activities and 

Thursday, 
22/07/2021

15.00-18:00 

18:00-19:00 
19:00-20:00 
20:00-21:30

Welcome to our Theatre (NTL) 
-Welcome -Playtime (garden-NTL) 
-Musicians of Bremen-Ikarus Stage Arts (Black room-NTL) 
-Apecar Theatre Stage: Vintage Amore-Vali Theatre Lab (garden-NTL) 
Break 
Dinner (NTL white tree garden) 
-Music from the roof-Ikarus Stage Arts 
-Presentation and tour NTL

Friday,  
23/07/2021

08:00-09:00 
09:30-11:30 
12:00-13:00 
13:30-16:00 
16:30-17:45 
18:00-19:00 
19:15-20:00 
  
20:00-21:00

Breakfast (Library-NTL) 
Ildflue Academy, sharing session (Black room-NTL) 
Preparation and lunch (Library-NTL) 
City tour-Holstebro 
Documentary & sharing (Black room-NTL) 
Sharing session with Vali Theatre Lab (Black corona-free room-NTL) 
Sharing session with Eluda Dance Co. Emilie Lund and Humberto Baeza (Black 
Circus-NTL) 
Dinner, Sharing session (Library-NTL)

Saturday,  
24/07/2021

08:00-09:00 
09:30-11:00 
11:30 
12:00-20:00 
12:00 
13:00 
14:00 
15:30 
15:45 
16:00 
17:00 
17:30 
18:00 
18:30 
19:10 
19:30 
19:40 
20:30-21:30

Breakfast (Library-NTL) 
OTA Archive 
Departure for Trenkanten (Asagarden 55, Holstebro) 
Ildflue fest 2021 Trekanten  
Parade-Ikarus Stage Arts 
Music and dance-Aarhuspanti Murga 
Apecar “De magiske rejsende”-Vali Theatre Lab 
Music and dance-Aarhuspanti Murga (Parade) 
Music twins-Charlotte and Marianne 
Legetid-Ikarus Stage Arts 
Fragment fra Take Wing- Eluda Dance Co. 
Optrin-Folkdance 
Concert-Zakarias and Tjalfe 
Echoes of celebration- Ikarus Stage Arts 
Chen Abekongen 
Apecar Theatre Stage: Vintage Amore-Vali Theatre Lab 
Izzy 
Dinner & sharing (Library-NTL)

Sunday,  
25/07/2021

08:30-09:30 
10:00 - 11:30 
11:30 - 13:30

Breakfast (Library-NTL)  
Sharing & meeting (Black Room NTL) 
Closure (Library NTL)
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projects and winner of most major off theater awards. He is the initiator of 
multidirectional cooperation networks between local and national artists and 
centers (including the Polish Theater Offensive, West Pomeranian Theater 
Offensive) and initiator of many international projects. He is the leader of 
the Theater Center, founded in 2012 and headquartered in Goleniów, where 
cyclical program activities directed primarily to the local community 
(children, youth, adults and seniors) are carried out while promoting 
multiculturalism. Every year Teatr Brama hosts EVS/ESC volunteers, 
thanks to which Goleniów has become one of the important centers of 
European volunteering. 

Jenny Crissey is an American-Polish graduate of the University of Illinois 
(Speech Communications, 1998) & Columbia Chicago (Film Direction, 
2000). Originally from Chicago, her early career was dedicated to PR/Event 
planning. She has experience as a community organizer working with a 
variety of organizations, frequently helping charities develop fundraising 
campaigns. For 10 years, she has worked with the Teatr Brama Association, 
spending her time in the office as a Project Manager, on stage as an Actress 
and in communities/workshops as a Cultural Animator/Arts Educator. Her 
favorite hobby is building cooperation networks (in other words, connecting 
good people doing interesting things in Europe & beyond). Based in Poland, 
however she travels often to work on large scale EU collaboration projects 
which combine artistic, educational & cultural activities to empower people 
to make positive changes in their lives & the world. She writes, organizes 
and manages projects, which use creativity as a tool to promote engagement 
in society and active citizenship. 

Partyk Bednarski is actor, animator, and member of the cast of the 
BramaTheater since 2012. A graduate and co-organizer of two editions of 
the Alternative Theater Academy—a comprehensive educational project 
educating in the fields of acting, managerial and organizational skills. A 
graduate of the European IT Certification Academy EITCA in the field of 
EITCA/CG Computer Graphics. Member of the Educational - Social and 
Cultural Association Teatr Brama Organizer and participant of many 
international youth exchanges, among others in Poland, Germany, Italy, 
France and Spain. In the Association, he also coordinates the European 
Solidarity Corps volunteering programs, coordinates communication, 
promotion and management work, and conducts cultural and artistic classes. 
Co-coordinator of festivals organized annually by the Association - 
BRAMAT GoleniówTheater Meetings and the ŁakieniaTheater Festival. 
Privately, he is interested in visual arts and music. 

Aleksandra Ślusarczyk (born February 19, 1997). Cultural animator, actress, 
musician. She graduated from the Music School in Goleniów in the piano 
class. Currently a student at the University of Szczecin in the field of 
Culture Animation. For 10 years, saxophonist in the Wood and Brass Band, 
with which she won awards at brass band competitions in Poland and 
worldwide (Germany, Brazil, Spain). For 6 years associated with Teatr 
Brama, where she works as a coordinator of educational projects, actress, 
musician, theater and music instructor. She worked on such productions as 
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Waiting Room, Fakeryzm, Ghost Dance, Positivo, with which she performed at 
theaters in Poland and abroad (Denmark, Germany, Greece, Bosnia, 
Ukraine, Belgium, Australia, USA) . Participant of artistic youth exchanges, 
incl. in Madrid, Greifswald and Kharkov. The founder and leader of the 
Brama Theater Band, in which she leads a group of musicians and conducts 
concerts. She took part in many cultural projects, including Caravan Next: 
Feeding the Future - Art is changing cities, whose Teatr Brama was one of five 
main partners, Festuge Festival in Holstebro (Denmark, Odin Teatret), 
Wertep in Hajnówka (Theater A3), Mezalians in Kamieniec Ząbkowicki 
(Alternative Theater Academy, Instytut Jerzy Grotowski), Kontrapunkt i 
Spoiwa Kultury (Kana Theater Center, Szczecin), Periphery Festival (The 
Lieder Theater, Australia). For 5 years, the coordinator and program director 
of the Festival of Theater Youth Łaknia in Goleniów and logistic coordinator 
of the Goleniów Theater Meetings Bramat. Currently working on a large, 
cross-border project RegioActive funded by Interreg VA, being the main 
manager. 

Maciej Ratajczyk (born on January 20, 1992 in Goleniów) is theaterologist, 
theater historian, animator, social activist, actor, and director. He has been 
associated with the operation of the Brama of Goleniów Theater since 2006. 
He graduated in theater (theater specialization) at the Jagiellonian 
University in Krakow, participant in Artes Liberales. In the years 2015 - 
2017 a participant of the Alternative Theater Academy (ATA, Wrocław, 
Szczecin, Goleniów). Participant of the Open University of Research at the 
Jerzy Grotowski Institute in Wrocław (2013-2019), speaker and participant 
of specialized working groups in the field of theater history and knowledge. 
In the years 2017-2019 artistic manager of the activities of Piwnica Kana in 
Szczecin. From 2018, he was the vice president of the Educational and 
Social and Cultural Association Teatr Brama. He runs his own theater group 
(TkoCF). Member of the board of the West Pomeranian Theater Offensive 
(ZOT) continuously since 2015. He cooperates with such centers and 
organizations as: Teatr w Krzywy Zwierciadle, Kana Theater, Krzyk Theater, 
6 and a half Theater, Realistic Theater, Philharmonic. Karłowicz in Szczecin, 
the Jerzy Grotowski Institute in Wrocław, the Teatr Institute Zbigniew 
Raszewski in Warsaw, Kontra Foundation // Banda, Fundacja DlaKontrastu. 
Currently employed as an investment specialist at Rampa Kultura at the 
Goleniów House of Culture. 

Wojciech Rosiński is actor and musician, and since 2016 part of the Theatre 
Brama ensemble (first as a member of the Brama’s youth group). Student of 
the Automated Control and Robotics on Electrical Faculty of 
Westpomeranian Technological University in Szczecin. Since 2017 a 
member of the Theatre Brama Association. In years 2017-2019 employed as 
a project officer for Caravan Next project, where he handled the financial 
reporting of the project activities, later he did the same work for SIMRA 
project. Experienced stage technician (mainly light engineering) and 
coordinator of the work of technical teams during Theatre Brama theatrical 
festivals. Has highly developed English skills (C1 level) and handles smaller 
translation jobs for the Association and Theatre (including translating 
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artistic texts, both English to Polish and Polish to English). Privately 
enthusiast of science, video games and rock music. 

Evanthi Athanasiadi is a Greek artist, theater educator, and project manager. 
In 2015 she graduated from the Academy of Fine Arts – Theater studies 
department, University of Peloponnese (GR). After her graduation, she 
continued her studies in Athens (physical theater, theater of naturalism, 
theater education). She worked in the fields of Theater and Cinema as an 
actress, assistant production and director as well as in Education as a theater 
educator for kids and youths in schools, cultural centers, refugee camps etc. 
During this time she was a member of various Greek music bands as a 
vocalist. In 2018 Evanthi moved in Poland and started to collaborate with 
Teatr Brama as an artist, event planner and producer as well as a theater 
educator. She is currently applying, writing and managing projects. She is a 
workshop instructor for community groups of Teatr Brama Lab and groups 
of people with disabilities. 

Weronika Więzowska, originally from Krakow, finished the Academy of 
Music in Krakow and plays saxophone. She works as a project writer and 
culture manager for Teatr Brama and plays with the Brama ensemble as well 
as the Brama Band. She is interested in music and israeli literature and 
culture. She is in love with Goleniów and regards it to be a beautiful small 
town.  

Patrycja Gądała, graduate of communication cognitive science at the 
University of Szczecin, logistic coordinator of the RegioActive project 
(Social and Cultural activation of the Region of Pomerania). Since 2018 she 
has cooperated with Teatr Brama Association. Since 2019 she has been that 
logistics coordinator of the Goleniów Theater Meetings BRAMAT and the 
Laknienia Festival. She primarily deals with writing and managing Polish 
and Polish-German projects. 

Monika Agnieszka Kosar obtained a bachelor’s degree in Pedagogy in 2007, 
specializing in rehabilitation. In 2009, a master’s degree in Pedagogy, 
specialization in care and education pedagogy. She lives with her husband 
and daughter in a small village near Goleniów. Since July 2018, She has been 
running the secretariat of the Brama Theater Association. Before joining the 
theater, she worked for an insurance company, a printing house, a social 
therapy center and an online store. She likes reading fantasy novels and 
working in the garden, she loves chocolate. 

Katarzyna Knychalska is the founder and president of the Teatr-Nie Taki 
Foundation in Wrocław, publisher, editor-in-chief of the Teatralny.pl portal 
and the magazine on independent theaters, “nietak! T”. Co-creator of the 
National Theater Offensive, dealing with the unification of the off theater 
movement, playwright and adaptator (e.g. Moja Bośnia, premiere: 
Bolesławiec, 2014, Stilon - the best of the worlds, premiere: Gorzów 
Wielkopolski, 2016, Many demons according to Jerzy Pilch, premiere: 
Batumi, Georgia 2016, Stacyjka, premiere: Panevezys, Lithuania, 2017), 
program consultant at Helena Modrzejewska Theater in Legnica, director of 
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the Festival of the Nie-Złego Theater in Legnica, co-creator of the Festival 
of the Lower Silesian Off Theater in Wrocław. 

Dariusz Kubinowski is a full professor of social sciences, he received his 
PhD and habilitation in human sciences with specialization in cultural 
pedagogy. He is the author of about 140 scientific publications, concerning 
among others cultural studies, cultural animation, general pedagogy, 
methodology of qualitative research, ethnopedagogy and dance research. His 
ethnochoreological research concerns dance folklore of the multiethnic 
borderland in east Poland. Since 1987 he is member of International 
Council for Traditional Music (UNESCO and the ICTM Study Group on 
Ethnochoreology).  

- initiator and coordinator of Transdisciplinary Network of Qualitative 
Researchers in Poland 

- initiator and coordinator of The Methodology of Pedagogy Seminar within 
Polish Educational Research Association 

- initiator and coordinator of All-Polish Forum of Academic Centres of 
Cultural Animators and Managers Training  

- chair of didactic team coordinating higher education in Cultural 
Animation at the University of Szczecin  

- researcher cooperating with Theatre Brama in Goleniów on the field of 
cultural animation and community-engaged arts 

Implemented programme 

Sunday, 
28/08/2021

-18:00 
19:00-20:00 
20:00-21:30

Arrival of partners at different times 
Welcome Dinner at Goleniow Culture House  
Concert Mr. Zarko (Rampa)
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2.2. Best practices  
SOCIACT Partners succeeded in presenting a number of successful 
experiences using—along with other disciplines—theatre to enhance the 
social cohesion among individuals of diverse profiles and local communities 
or groups.  

2.2.1. Best practices in Romania 
Replika and its local Romanian partners, involved in performing arts deeply 
connected with the societal and political relevance, set a high standard with 

Monday,  
29/08/2021

09:45-11:00 

11:00 
11:30 

12:00 

12:30 

13:00 

14:00  
16:00-17:00 

17:00-18:00 
18:00 
19:00-20:00 
20:00-21:00

Organizational meeting and tour of RAMPA a/k/a Teatr Brama headquarters 
Presentations in Rampa - Tower:  
"Spectrum of Teatr Brama" by Professor Dariusz Kubinowski  
“Alternative Theater Academy & West Pomeranian Theater Offensive” by Daniel 
Jacewicz  
“Teatr Brama Pedagogical Work”; Station Of Witnesses Project, Disabled Adults 
Theater Group at the Professional Activity Center, Little Brama Theater Group and 
Theater Groups at local schools by Evanthi Athanasiadi 
“RegioActive”, The PL-DE large scale cross border project, (Interreg 5A funded) by 
Ola Slusarczyk & Patka Gladala 
“ŁAKNIENIA, BRAMAT and The Human Mosaic” Community Art Festivals: by 
Patryk Bednarski & Jenny Crissey 
Lunch at Goleniow Culture House 
Presentation of the Theater School of the University of Kharkiv by Prof. Maria Vaniieva 
Presentation of the Nie Taki Theatre Foundation by Kassia Knychalska 
Dinner at Goleniow Culture House  
Performance of Teatr Brama „Ghost Dance” (Rampa – theater) 
Demonstration-Performance by the Theater School of the University of Kharkiv 
students 

Tuesday,  
30/08/2021

09:00-10:00 

10:00-11:00 
11:00-12:30 
  

12:30-13:30 
13:30-14:30 
14:30 
16:45 
18:00 

22:30-

Coffee and Polish donut at the GCH; tour and interaction with locals, employees and 
guests from (other) Erasmus projects 
Workshop led with Daniel Jacewicz.  
Culture of Safety Foundation presentation; with Gianluca Marcatilli, Chairman of the 
Board of Faraone PL & Kinga Kurcz, (Goleniow Industrial Park) 

Fun Tour of Goleniow with Jenny Crissey  
Meeting with local Government Officials (Goleniow City Hall) 
Lunch at Goleniow Culture House 
Departure to Strzelewo, the Village Residency Center  
Tour of the residency center, exhibit opening, dinner compliments of Teatr Brama, 
concert of Teatr Brama Band, interaction with art workers from the region, from other 
Erasmus projects and students from collaborating Institutions   
First bus returns to Goleniów.

Wednesday, 
01/09/2021

09:00-09:30 
09:30-10:30  

10:30

Final Evaluation 
Presentation of Teatr Brama Erasmus+ ESC Volunteers and their work on the Care 
Stories Project with University of the 3rd Age Goleniów   
Departures (plenty of activities to take part in for those partners who will leave later)
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to the point of social engaged programs. During the Learning Activity in 
Bucharest they had the chance to display their local initiatives, to share their 
best practices and to present case studies’ paradigms and relevant artistic 
methodologies.   

Telciu Summer School 

Started in 2016, the Telciu Summer School is an innovative educational 
experiment initiated by the Center for Modernity and the Rural World from 
Telciu, Northern Romania. The school was a natural development from and 
completion of the international conferences organized in the Transylvanian 
village of Telciu, starting with 2012. The Telciu Summer School aims to 
create a convivial meeting space between academics, artists, theorists, 
practitioners and activists on the one hand and the local community on the 
other hand. The conceptual framework of the summer school is eclectic and 
socially engaged. Anthropology, sociology, political economy, heterodox 
economics, decolonial and postcolonial studies , history, cinema  and drama 
are deployed to make sense of peripheral realities obscured by conventional 
approaches and shape encounters with the real people living in Teciu and 
take seriously their local knowledge and practices. As such,  the school is 
serious about the role and position of rural communities in the 
contemporary world and proposes a shift of emphasis from metropolitan 
projects of rural development towards approaches that view the rural world 
primarily as communities with a right to a dignified life. Rather than see 
village communities and their land as a realm of resources (natural resources, 
labour, etc.) and/or escapism., we hope to refocus attention to their role as a 
fragile source of sustainable socio-economic and cultural development.  

http://telciusummerschool.ro  

One World Romania at School 

One World Romania at School is the educational program of the One 
World Romania Association, working on several initiatives aimed at teachers 
and students. The program works towards promoting the usage of 
documentary films as educational instruments, as well as encouraging 
discussions on human rights topics in Romanian high schools, starting from 
the subject matter of the films that they screen. Through the series of extra-
curricular events, the program turns our attention towards various local 
communities and organizes events all across the country, many of them in 
private or unconventional spaces - which is also a way of (re)activating some 
communities which lack formal cultural infrastructure, while also signaling 
the broader issue of non-existent or improper cultural institutions across the 
country. 

https://www.oneworld.ro/en/about  

Culture in Education 

The project Culture in Education (2014-2016), coordinated by “M3 – 
Resources for Culture”, aimed to support the development of cultural 
programmes with an educational dimension in Romanian schools through 
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the development of a professional network of people and organizations, and 
the creation of resources about practices and public policies in the field.  

https://culturaineducatie.ro/  

The 4th Age Program 

The 4th Age Program offers a context of social integration to a vulnerable 
category, disregarded in the Romanian society — the elder. Since 
2008-2009, a small group of artists has been voluntary working and creating 
with the senior residents living in the Amalia and Dr. Moses Rosen 
Retirement Home. The program developed projects and activities which had 
as main aim a fundamental shift of mentality. People who never thought 
they could perform in a theatre show or who didn’t trust their abilities to 
draw or take pictures discovered in them a fundamental creative potential. 
On the other hand, the project generated a re-evaluation of the social status 
of elderly in Romanian society, giving birth to a new way of approaching 
their significance. The senior residents’ stories are emotional lessons of 
history, illuminating the past for a better understanding of our present. Their 
social heritage opens up the path to our future. 

https://www.facebook.com/4th-AGE-Community-Arts-
Centre-151155228287974/  

“I Wonder Why”  

The Da’DeCe Association – I Wonder Why Association was founded in 
2011. The Association is one of the most well-known providers of 
educational programs on heritage and contemporary arts for children in 
Romania, being awarded by various institutions in the country. The 
Association differentiates itself from other organizations in that the 
programs offered are more innovative, based on modern principles of child 
psychology. The Association takes into account the principle of the cross-
disciplinary approach and aims to familiarize children with the cultural 
heritage and the contemporary arts. Within this framework, the association's 
programs are directly related to the cultural heritage, and most of them take 
place in museums in Bucharest and other major cities in Romania. 

https://culture360.asef.org/resources/i-wonder-why-association/  

https://www.facebook.com/deceromania/   

2.2.2. Best practices in Greece 
Best practices derived from the following speeches and workshops:  

Doing theatre with teenagers, why bother?, by Tina Giannouli, literature 
teacher at Saint Joseph school.  

You know that you are standing on the very ground that theatre was born! 
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For our ancestors theatre was not only a performance appreciated for its 
artistic or aesthetic value. It was believed to be the most effective means of 
teaching the audience very important values, through the messages emerged 
from the plot of the plays. Even women, who weren’t allowed to participate 
in any other social activities, were welcome to watch the drama 
performances. Therefore, theatre had a very strong political dimension: it 
would teach, it would point out political and/or social problems, it would 
make people politically active… 

Isn’t that exactly the goal of any educational system? 

That is why we do theatre at school: we want teenagers to become politically 
mature, in the sense of caring for and participating in society’s problems, 
through the most complex and complete form of art: theatre. 

So,  

We chose plays of the international repertoire, such as ancient Greek drama, 
Shakespeare, Molière, Ionesco, Brecht etc., which  

• first of all, offer students the opportunity to learn things: for example 
they learned the Jewish community’s apartheid in Venice’s society during 
the 15th century through Shakespeare’s Merchant of Venice 

• furthermore, students discuss the play’s message, they talk about what 
each role represents, so they learn how to read between the lines 
extracting the authors’ point of view, the questions or values the authors 
want to stress out… For example, I remember them discussing for hours 
the Nazi’s propaganda as it appeared in Ionesco’s Rhinoceros, or Beranzé’s 
Dilemma at the end of the play: joining the masses or remaining human. 

The acting process 

All of you, as professionals, know very well that theatre is a teamwork. 
Maybe this is the most difficult part of rehearsing: to suppress the selfish 
gene and realize that on stage we are all for one and one for all (!). 
Dedication, cooperation, solidarity, mutual aid, support… how 
magnificent values to make teenagers believe in! And they do, as rehearsals 
go by and little-by-little see for themselves that, no matter how wonderfully 
they perform individually, the audience won’t react to it, unless they reach 
out to their fellow actors. They embrace these values once they come to 
realize that they depend on each other, in order to achieve the best 
performance they can, as we all depend on each other in society – the recent 
pandemic proved it! 

“Anyone who is willing to help, has the right to criticize.” – Abraham 
Lincoln, US President. We, teachers, as well as directors cannot avoid 
remarks. But it hearts. Nobody wants to listen to others criticizing them, 
pointing out their mistakes… We all want to get good grades, to receive 
good reviews… But this is not the rehearsals’ case: in rehearsals we do 
exactly what students, especially teenager students hate the most: we 
criticize! But, once these adolescent actors trust you, once they realize that 
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remarks are there to improve their performance, to make them look better 
on stage, they seek criticism, they want it to be as austere as possible, they 
don’t cease to ask for feedback… 

Now, let’s sum up: 

Knowledge, thinking, values such as dedication and cooperation that support 
teamwork, looking for feedback to improve oneself… don’t all the above 
make people the best citizens ever? Don’t societies rely on citizens who have 
solid knowledge of what they do, who think for themselves, who have a solid 
code of ethics and work hard as a team to make society progress? Well, 
teenagers become this kind of citizens once they become members of a 
theatrical troupe. That’s why we bother doing theatre with them. And, trust 
me, it is theatre in its most genuine, in its healthiest form. 

Drama Therapy… 

During all these years that Evita and I have been doing theatre with the 
teenagers, we have come across many “case studies”. Quite a few teenagers 
have psychological issues, minor or major. “I am ugly, nobody cares about 
me, a lot of pressure at school, bad grades, stressful parents…” Theatre offers 
de facto a very efficient psychological support, it works as a group therapy. It 
is the way out of problems, it works at first as a painkiller and little by little 
it proves its therapeutical skills. As rehearsals go by all these unconfident 
teenagers see for themselves that  

• They are not ugly, or, even if they couldn’t cast for “America’s next top 
model” (!), nobody cares, because on stage they became beautiful through 
their beautiful acting 

• They see that there are people who really care about them, about their 
wellbeing and acting 

• They realize that bad grades are the outcome of lack of energy, lack of 
focusing, lack of effort, so if they focused on their homework, if they 
studied more, if they put the effort they put in rehearsals, they would 
have better results 

• They see that stressful parents can be very proud for them, once they see 
them acting, they will genially appreciate their effort and they will 
applaud them in tears. 

To conclude 

Theatre at school builds students’ personality both psychologically and 
politically, therefore is a magnificent pedagogical tool for teachers.  

Thank you 

The Artistic Schools in Greece, by Fania Daliani, actress and act teacher at 
Modernoi Kairoi drama school 
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In Greece there are many public secondary schools with a varied curriculum 
which emphasize on familiarizing adolescents with several forms of art.  

The first of this kind was the School for Music Education in Pallini, an area 
in the suburbs of Athens, which was founded in 1988. After that, many 
more followed and today there are 42 music schools in the entire country, 6 
of which are located in the capital. 

Apart from the music schools there are also Artistic Schools in which the 
students have the opportunity to study Drama, Dance or Art. The first one 
was founded in Athens in 2003, much later than the first Music School. 
Unfortunately, this was the only one until 2016 but thankfully the situation 
has started to change. Today there are 4 Artistic Schools in the capital and 4 
more in the rest of the country.  

These schools are really amazing! The art teachers do wonderful work with 
their young students. As far as drama, with which I am more familiar, is 
concerned the kids are taught how to improvise on stage and they also take 
acting lesson through which they get the chance to become familiar with 
many of the great play writers.  

They also study dance, physical movement, contact improvisation, they are 
taught how to pronounce and speak correctly on stage but in real life too 
and they receive vocal tutoring. They study Art History, the basics of 
directing, they learn how to edit videos and how to create computer 
animations. The teachers are amazing and they help the young learners to 
achieve great results. 

The transportation to these schools is free; there are several buses which 
transfer the students. The buildings are new, modern and fully equipped and 
the most amazing thing is that there is literally no bullying since the 
students learn in practice to respect individuality. There is only one 
drawback, which is that these schools are not enough! 

Every year in June, there is an exam period which determines the number of 
students who will be admitted. The examiners try to create a friendly and 
welcoming atmosphere, however, the actual exams are anything but easy. 
More specifically, as far as the Drama department is concerned, 200 
admission applications are received each year but the spots to be covered are 
only 17-25 depending on the school. Let’s estimate 20 on average. This 
means that in all 4 schools in Athens we have 80 new admissions every year. 
In other words, every June we have 80 extremely content 12year-old-
students.  

But next to them, we have 180 kids in each school who fail their exams. In 
all 4 schools, there is a number of approximately 720 adolescents who fail 
their exams and have to cope with rejection in the tender age of 12. Young 
people with a great interest in Arts who have to find a way to interpret the 
message that they receive by being denied the right to study in an Artistic 
school.  
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What have they actually been told? You are not good enough? You are not 
cut to be an actor? You are not talented enough to study what you love? We 
don’t want to teach you?  

In order to be admitted these kids are asked to improvise both individually 
and with partners, read and act out a given unknown text and to write a 
story. So basically they are denied or provided with the chance to study what 
they like based on their actual skills, their talent if you want to put more 
eloquently. 

However, the aim of these schools as described on their websites, is not to 
educate potential actors exclusively but to offer the chance to young 
adolescents to cultivate an interest in Fine Arts. 

To encourage and support their love and inclination to arts and therefore 
create a society with empathetic and greatly cultivated individuals.  

So most probably, the basic criterion for their admission should be their love 
for Fine Arts. So for example, they could write a composition presenting 
how they feel about the subjects they are about to study and the ones who 
will come up with the best ideas should be the ones who will be given the 
chance to actually learn about what they love. Does this sound ridiculous to 
you? In my opinion it is pretty much the same as when some untrained 
children are asked to improvise in front of strangers or read difficult 
unknown texts under stress conditions like they are professional actors. 

For the last six years, I have been preparing candidates for this exam. I watch 
them try hard and invest their time and best effort in order to succeed and I 
see their parents invest their money to help and support their children’s 
dreams. We share their hope and anticipation and what I really want for 
them is to forget about the exam and just enjoy the great experience of their 
first contact with the magical world of the theatre. But then reality barges 
in… and we have to deal with success or failure in this very tender age. At 
the beginning of July when the results come out I spent hours on the phone. 
Either congratulating or consoling…  

When the exam is over I always organize an extra lesson free of charge and I 
invite everybody to attend. It’s the most drastic and efficient way to 
communicate the way I feel about this procedure. The first and foremost 
reason for which we choose to do theatre is for the fun of it! Because we love 
and enjoy the process and not the outcome. So this becomes a meeting point 
for the kids who succeeded and the ones who didn’t and this is something 
unique to watch. There is no jealousy or competitiveness, there is only 
empathy and cooperation. The kids hug and cherish their friends’ efforts 
regardless of the result they achieved. The spectacle is magical and really 
touching.  

After that the lesson starts and everything is exactly as it was a week ago. 
Nobody cares if their partners succeeded or not in the exam; they just work 
together and have fun. I always conclude this meeting with the most 
entertaining tasks and lots of ice-cream! Some children don’t find the 
courage to attend after a failure in the exam but I always try to convince 
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their parents to bring them in the last meeting because I consider it to be 
extremely helpful and healing. Everybody leaves with a wide smile on their 
face! 

From an incident to a song, by Katerina Kondogouri  

During the last year of the pandemic we've noticed an uncontrollable and 
absurd violence from police towards citizens. A few months ago in march 
there was an incidence in an area here in Athens called Nea Smirni where a 
policeman penalized the mother and her family with no reason at all. Take it 
from the beginning. I believe it was Sunday so back then we wanted to go 
out of our houses except from our masks we had to send a message to a 
number the state had defined with the reason why we would go out. We had 
to send our full name address and the number that much the reason we were 
going out. So when the woman arrived with her family at the park and of 
course had   complied with all the rules the state had established her anyway. 
Then a young man interfered to defend her. As a result the policeman 
started to beat up the unarmed and completely harmless boy to the ground. 
He was yelling “please stop”, “please stop, I’m hurting”, “you’re hurting me”, 
“I’m in pain please”. The “Ponao” as we say in Greece which means I’m in 
pain, you’re hurting me became the slogan against police violence. One of 
our teachers here Kostas Gakis who unfortunately couldn’t be here today 
wrote a song about that incidence in collaboration with one of our previous 
students here Rosa Aggeli hours after the incidents had occurred. They 
recorded it and made a video by distance during the pandemic. If he was 
here he would talk a little bit about the whole process and what inspired him 
the most. We are going to watch a video from his partner Rosa and after 
that we’re going to hear the song. Enjoy. 

https://www.youtube.com/watch?v=k9v25u_G2kc  

When dreaming brings you back to reality, by Maria Lambrou drama school 
student  

Hello! My name is Maria Lamprou and I am a second-year student at 
“Modern Times” Drama School. I am here to talk about a group of dreamers 
rooted in the ground. Some time ago, in October 2020, Kostas Gakis a 
Greek director, actor and also a teacher at this Drama School decided to 
create a team called “A Company of Dreamers” in the historical Alpha 
Theatre, the theatre of two great Greek actors Stephanos Linaios and Elli 
Fotiou. A group of people of different ages related or not related to theatre 
was gathered in the foyer of the theatre having a common idea of how art 
should exist within the community, how it should affect and be affected by 
social reality. What we mainly wanted is to turn our gaze directly to the 
community in a spirit of inclusion, inclusion in the sense that no one living 
-or existing- in this society should be left outside of our circle of interest. 
We wanted to care and care as broadly as we can.  

How this can be done? A Greek poet, Nikos Karouzos, had said in one of 
his interviews: Poetry runs in the streets. With “poetry” I think he didn’t 
refer only to the lyrical, vivid, rhythmic part but the full of truth and life part 
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mainly. So, the question I made myself was if poetry runs in the streets why 
don’t we? Our place is there both in a literal and a metaphorical sense, not 
just to observe but to take side, as well. The creation of such a team would 
be, hopefully, a chance to make things happen that way. To give voice to the 
voiceless, to everyday “heroes” no one has heard about. We want their stories 
to be heard in every possible way. This might be a short video project, an 
interview, a night at the theatre have them talking. This might, also, be 
writing a song or a poem or a scene and share it with friends or upload it to 
our fb page. There are ways, the most difficult and at the same the easiest 
part is to really care, to listen, not passively, not as a part of the solution but 
as a part of the problem, that wants to be solved, to listen with our whole 
heart and consider it a mission to do something through our art, to act. The 
actor is after all someone who acts. In the end of the day, we are responsible 
for the narratives we reproduce. 

Some days after our first gathering everything closed, quarantine came and 
many of our plans couldn’t get done, plans like “hit and run” theatre or music 
and poetry nights at the theatre. Still, we thought we wanted to continue as 
we could. We did stuff like cooking food for social kitchens or offering 
goods, members of the collective worked separately on video projects 
(regarding from the federal executions carried out under Trump’s 
administration to quarantine-related issues) and it was the founder’s thought 
that we could start the procedures to reopen the radio station of Alpha 
Theatre, to invite interesting people talking, to have young musicians playing 
their tunes, singing their songs.  

In Greek, the word “dreamer” etymologically speaking does not mean the 
one who lives within a dream, but the one who lives by dreaming, dreaming 
of change, dreaming of better things coming. We decided upon this way of 
living but this requires to dive in reality as deeply as we can since change 
does not come on its own.  

Before closing, I find it important just to mention an example which shows 
us that art can open up great routes to those who struggle, it can free them 
and offer them solutions. Here in Greece, Panagiotis Dorlis created in 2017 
the first drama team of homeless people in Europe. The impact theatre had 
on the members’ psychology and their reintegration in the society was 
amazing. Most of them from the first year of rehearsing and performing 
found jobs, created relationships –in and out of the team- and had some 
happy moments in their lives again.  

Now, I will close my speech with a quote our director Kostas Dalianis said 
to us in the first week of our studies here: “The true artist is the one who 
vibrates with the universal suffering”. Thank you! 

Theater from a teenager’s point of view, by Zoe Bandi, secondary school 
student 

Good morning. 

My name is Zoi and I am fourteen years old. I am here to talk to you about 
my experience from the theater. I started four years ago, with drama 
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activities and theater games at school. Then three years ago I met Fania who 
is my teacher in drama lessons. I started these lessons in order to get 
prepared for the exam that is needed to be taken so that you can be admitted 
in the art school. There are eight art schools all over Greece, many children 
want to be admitted and the competition is very high. I didn’t make it at the 
exam but I didn’t mind because it gave me the opportunity to meet my 
beloved teacher, to continue the lessons and to be admitted in an excellent 
school where I had the opportunity to become a member of the school’s 
theater group. And we were ready to perform Mousetrap last spring but due 
to corona virus it was , unfortunately, postponed. 

It is really hard for me to find the most suitable words to describe how 
theater affects me. I will give it a try. 

In theater I am feeling free, free to express myself . It helps me to express a 
range of emotions and encourages me to understand and deal with similar 
feelings if and when I am experiencing them. 

It increases my self-confidence by helping me to think outside the box and 
be more confident going into unfamiliar situations. It is a safe place to be 
exposed to difficult situations. Confidence that I gain helps me a lot at 
school and in my relationships.  

It gives me the ability to appreciate all the people in the world, no matter 
what their skin, their language or their culture is, by understanding 
characters and roles. Theater allows me to step into someone else’s shoes and 
see life from their point of view. It encourages me to feel, not only show, 
compassion and tolerance for others. It has become easier for me to 
cooperate with others as theater is a team work which I think should be also 
in society, in family, in work. Because a team work has always a better 
outcome. 

I feel more creative, not only in art but in life also. It helps me to think of 
new ideas, to find solutions easier, to be an active member of my school and 
to think more of how the world around me can become better for everyone.  
I could say that theater is an endless source for my creativity and 
imagination. 

Theater helps me understand all kinds of art because it contains all of them.  

Theater is the best exercise for the muscles that you cannot exercise in the 
gym:  memory and concentration. I believe that my skill to memorize and 
concentrate really fast and easy is due to theater lessons. 

Theater makes me feel more relaxed and less stressed in my life. I can 
overcome any difficult situation much easier. 

I truly believe that theater can change the perception of the world to the 
people. It can help people become better and more independent. Theater 
lesson should become one of the compulsory courses in both school and 
university. It doesn’t mean that you will become an actor if you are taking 
theater lessons. It doesn’t mean that you will become a mathematician 
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because you are taking math lessons. I believe that theater is the mean to 
help changing our society and I am willing to fight for this. 

Thank you for your attention. 

Theater with people with neuromuscular disorders- A neurological approach on 
acting, presenting author Anna Kapousizi, B.A, M.A, director of 
ARTimeleia theater group-people with and without disabilities, based in 
Athens, Greece. Fulbright Artist Scholar in Carolinas Healthcare System 
Neurosciences Institute, Charlotte, NC and ACAT, New York. 

—What is it that you do? 

—I do theatre for people with neuromuscular disorders 

Pause. They look at me with staring eyes. Head nods. 

—Mmmm… Very interesting. 

Subtext of the sentence: 

—I have no idea what she is talking about. Does this even exist? What is 
this disorder? Are they mentally ill? I am too embarrassed to ask, I do not 
want my ignorance to make me look insensitive. 

—How do they act when they can’t even move? 

It is great when I get to meet people who sincerely go on and ask the 
questions. Then we have a wonderful conversation and eventually they 
discover that there is someone in their family with a neurological or 
neuromuscular disease who they have never thought of talking about. That is 
why I will try to answer some of your questions. Yes, neuromuscular diseases 
exist. I have a theatre group (www.artimeleia.wordpress.com) consisting of 
actors with neuromuscular disorders and actors with no disabilities. 

Neuromuscular diseases (or disorders) are rare, acquired or inherited 
(genetic) conditions which affect some part of the neuromuscular system: 

• the muscles 

• the peripheral motor nerves (in the arms, legs, neck and face) 

• the neuromuscular junction where the nerves and muscles meet 

• the muscle-controlling nerve cells (motor neurons) in the spinal cord 

All neuromuscular disorders are progressive in nature and all result in muscle 
weakness and fatigue. Some disorders are present at birth, some manifest in 
childhood and others have an adult onset. Although muscle wasting is not 
painful, the resultant weakness can cause cramping, stiffness, joint 
deformities, chronic aches and pain, and sometimes the tightening and 
freezing of joints (contractures). 
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No, these people are not mentally ill and they do not have learning 
disabilities although in some types of neuromuscular, there are side 
cognition affects. Also, they are not experiencing hearing loss, so there is no 
need to talk to them slowly over their heads or more loudly than we usually 
talk to each other. As a matter of fact, they study, work, become Olympic 
gold medal winners, love, get married; in some cases they even change the 
world (for more information, see: Steve Hawking). 

Some of them decide to engage in acting. So, what is acting?When trying to 
find a definition for a word, you can turn to formal language and 
distinguished words, plunge into the depths of knowledge, or you can just 
say its name. As ancient Greeks wisely taught us every word carries its 
meaning within it.That being said, acting is doing. An actor is someone who 
acts, does something.Although a movement is always an action, an action is 
not always a movement. I act when I talk, scream, smile, look. I act when I 
think; I act when I imagine things. 

Actors are trained. In order to perform, they follow a method and a syllabus 
of exercises, they train their body, voice and skills with various techniques 
such as improvisation, sensory and emotional recall, etc. They also study the 
play they are given and research the era the place, the circumstances, the 
socio-political background it refers to and details about people’s habits and 
behaviors. 

From my experience, I have come to the conclusion that in order to be a 
professional actor, you do not need special skills. If you do think that talent 
is the result of hard work, then I suppose everyone can choose to be a lawyer, 
a teacher, a public servant, or an actor. As long as he or she loves it, is 
committed to it and ready to work for it. 

It is not the true nature of acting that restricts people with neuromuscular 
disorders, neurological diseases, people with hearing loss or sight loss and so 
many other ‘frail groups’, as we identify them here in Greece. It is the 
humanly manufactured ‘nature’ that puts the barriers. 

I started my cooperation with the MDA HELLAS (muscular dystrophy 
association) in 2012, trying to find a way to give back to theater a ‘political’ 
meaning. The word ‘political’ here is used in its original definition as ‘being 
part of a city’. Be part of an undivided, inclusive, rightful and free city of the 
21st century. 

We started training. Yes, there are certain parts of the body, depending on 
the type of neuromuscular, that people can or cannot use. We work with 
what we have, as we always do in theatre. The point is to tell the story. That 
is what the audience is there for. 

And we all know in how many different ways you can ‘say’ something. 
Disabilities create possibilities. An arm that cannot move can spread its 
energy and power to the nose, the ear, the eye. 

Our body can make a voluntary movement only when the motor cortex and 
the brainstem sends out the appropriate instruction. Complications in 
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transmitting this instruction through the motor neurons to the muscles have 
as a result the non-transmission of the signal and therefore no execution of 
the movement. Nevertheless, the movement as perception and intention has 
taken place in our brain. The intended movement exists and becomes an 
action or not! There, at that point, it can be transformed and realized 
through another pathway that will activate another part of the body that 
remains intact. 

Neuroscientists have proven, through a series of experiments, that doing the 
act and imagining it can stimulate the same neural synapses and have the 
same body effect.In most of the neuromuscular disorders with rapid 
progression all we have left are the face muscles and of course an actor’s 
most powerful ‘weapon’ in his armory which is fantasy.The more the 
obstacles, the more inventive a person will be. It is encoded in our DNA-it is 
how human brain works. It makes connections in order to find solutions, to 
overcome the difficulties, to stay alive. We search desperately for associations 
because our survival is dependent upon recognition. 

You have countless options when you work with a full toolbox, but you can 
work as effectively even if you are missing a couple of tools. Then you will 
find something else to use as a tool, or you will use what you have in 
alternative and multiple ways.  

We spend a lot of time in training. We do breathing exercises because 
breathing is essential for the actors and the respiratory system of people with 
neuromuscular disorders is quite weak. We use training neurological 
examinational exercises for gait and balance in our acting syllabus, because 
when you know what you want to train, then you find out ‘how’ to train it. 

In my group actors with and without disabilities train together so I have 
focused my neurological research in acting principles that are based in a 
rather vague terminology such as ‘emotional-sensory recall’. That way I am 
able to apply them in a more practical and methodical way on actors both 
with and without disabilities. 

We focus, mainly, in our learning-memory patterns because this is where we 
resort to when we want to work on a play and a character. The sensory and 
emotional recall, the innate process our brain uses to connect senses with 
emotions and create memories out of them, is what gives us the base to work 
with. And we do have a lot of memories. People with neuromuscular 
disorder have not spent all their life in wheelchairs. Their brain remembers 
senses that now may not exist in their body patterns and it makes 
connections with other memories all the time, ‘new’ memories and 
interpretations of their lives, as we all do. That is plenty of material to begin 
with. 

Of course we must not forget our basic limbic system that generates the 
hormones, these beautiful drugs that can take you to a heaven of creativity 
(endorphin) with a speeding wheel (dopamine)! And that is how people 
with neuromuscular disorders engage with theatre. 
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In these 5 years we have staged6 fully professional productions in various 
theaters in Greece. 

So, I guess, people with neuromuscular disorders CAN act. Of course, we 
avoid plays that say clearly that this or that role CANNOT be performed by 
people with disabilities… but then there is not ANY playwright who says 
that, right? So why shall we? 

Thank you! 

Presentation – a form of a movement lesson based on physical actions, by Vasilis 
Georgosopoulos, actor, a movement teacher in Modernoi Kairoi drama 
school and an ashtanga yoga teacher. 

As a graduate in the field of physiotherapy I have the appropriate vocational 
training in order to teach the class of anatomy and kinesiology in the dance 
school of Athens odeon. My research interests the latest years are focused in 
connecting anatomy and kinesiology of the body with its expression and 
more specifically with stage expression and presence of the actor. 

As you can see already on stage five students have already started their 
practical exercise in traditional ashtanga yoga. In my opinion such a start is 
the best way to prepare students physically and mentally for the work that’s 
going to follow. 

This system is a dynamic system of practical exercise which has as a main 
characteristic the ultimate synchronism of movement and breath. For every 
movement and for every pose that they're in, there is an inhale and an exhale 
to accompany. A continuous, unstoppable exchange of vital energy with the 
environment. All the members of the group are breathing synchronized. If 
we keep quiet for a bit, we will hear the sound of their breath. This distinct 
sound is being produced with a specific technique of breathing we use in 
ashtanga yoga. This kind of breath is forcing us to control the quantity of air 
and also the speed that this amount of air is coming in and out of our lungs. 
In the same time the sound that’s being produced is making us focus on 
what we're doing, it draws us back to hear and now. A wonderful vital music 
that connects the members of the team. In a strict physical level this practice 
is stabilizing power flexibility and balance. 

This combination of movement and breath is giving us the ability to activate 
and enlighten parts of our body that might be locked or even deactivated. 
With frequent and steady exercise we can achieve perfect communication of 
different body parts and operations. 

I see, I hear, I move, I think, I breathe. I am not holding my breath where 
I’m not supposed to. No minor movements are being made without my 
consent. Nothing is accidental. I am getting the ultimate control of my body 
and my whole self. 

In time I came with a conclusion that joints and parts of our body that were 
unseen below the surface are showing a hidden expressioning index level 
which is unexpectedly interesting. 

58



As I keep talking to you the students are going to continue their practice. 

Afterwards I'm going to present a part of the job I’m doing with the 
students of this school on the technique of physical actions. 

Students from the second and third year accompanied by two of our 
graduates are going to be a part of this presentation. 

Nothing of what you’re going to see today is a finished project. We are in the 
middle of a process. Especially this year which was particularly hard 
considering the situation of coronavirus. You’re going to see some basic 
exercises which cannot be the same twice. Every year through hard work 
they develop and reshape continuously. Let's not forget that theater is a 
living organism and this means that it changes through Time. So in my 
opinion training someone to be an actor should be a Process which evolves 
continuously. 

My research is based on the outcomes of very important teachers researches. 

Because if someone wants to go forward first he has to look back. To see 
where I’m going I have to truly know where I’m coming from. 

The basic thing that connects all those important teachers of theater is their 
avocation with what we call physical action. 

Physical action is the thing that an actor does on stage and what he does is 
always being done to someone or for someone even if that’s someone is him 
or her self. 

I hear, I see, I talk, I sense, I think, with my body through specific physical 
actions. 

My job with the students is based on having the capability to make free and 
meaningful physical actions 

As my speech comes to an end we’re going to see some supportive stands. 

Those stands are giving us the strength to overcome some basic set up fears 
of our body. Once the actor achieves that he or she gets confident. There's no 
matter  if he or she will be needed to be in the same position on stage. 
What’s more important is that the body gains that skill, he or she is in place 
to do it. 

This skill, the conscience that i can do it transforms on stage in a determined 
body. 

One of the next stages of our work is practicing on connecting and 
communicating with the body. The human body in order to be able to 
physically act towards a person or with reference to it, needs to be able to 
connect and communicate. To be able to see and touch other individuals. To 
discover their substance and connect with them. A factor of vital importance 
for something like that to happen is the existence of will, the intention to 
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actually relate and communicate… Somebody should really want it in order 
to take place. The intention must be loud and clear. 

All the things that a human being does in their life can be summarized in 
two simple actions: pushing and pulling. And of course their natural 
extension which is to be pushed or pulled. In every kind of movement, either 
physical or psychological, we can meet those two actions: the pushing and 
the pulling. Regardless of the importance of the movement, either it is just 
the raising of a hand, the expression of a big passion or that of a deep 
personal wish, these two qualities are always there; we either push or pull, 
get pushed or get pulled. 

We are going to watch some exercises which will progressively help us 
realise in action how this pushing and pulling takes place. We are going to 
experience how the body pushes, pulls, gets pushed or pulled.  

One of the first exercises that we perform with the students on the very first 
year of their studies, uses a stick as a means to help them connect with their 
partners. They learn how to use their body weight in order to push or pull 
another body. They lean the opposite direction than that of their partners in 
order to pull them or they trust them with their own weight allowing 
themselves to be pulled. They follow the same procedure in order to 
experience the part of the pushing. They experiment using their body weight.  

In the following exercise we allow their imagination to enter the game as 
well as 2 of their very basic senses: the smell and the touch. Their bodies 
continue to interact but this time they may see an imaginary flower which 
they will cut, smell, touch and closely observe before they finally let go. So 
they fully use the power of their imagination whereas at the same time they 
are totally dependent on another human body.  

On finishing that part we replace the stick with another item. The only 
difference is that this new object only exists in the students’ imagination. 

This item is a piece of rubber cord which they stick on the one end on 
different parts of their body and on the other end on their partner’s body. 
The aim is it to pull and then let go. The body learns how to be pulled and 
pushed by something that does not really exist.  

We are about to witness a free improvisation based on this idea during 
which the partners will move by taking turns in pulling and pushing. 

So let’s review all the stages of this process:  

• Push and pull using my body weight and a stick 

• Introduce imagination by using an imaginary flower 

• Take out the stick and replace it with an imaginary rubber cord 

• Free improvisation in a realistic way 

And one last stage  
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• Free improvisation but this time in a non-realistic, more primitive way 

At this point I feel like opening a parenthesis. We use the expression “body 
action” but it could be argued that every action of ours is a response to a 
previous stimulus. There is always another action preceding ours. So if we 
choose to look through this prism we could characterise every action of ours 
as a reaction to something previously done. Which in its turn was a reaction 
to a previous action and so on. The reason I am making this point is to 
emphasize on the cause of an action which is much more clearly perceived 
when we use the term reaction.   

This is the reason why I chose to work with materials. Their basic feature is 
that they are passive. They move or change their shape or their substance 
only in response to an external stimulus. So materials present themselves 
though their reactions. If for example I have a piece of paper I can rumple, 
tear or throw it and observe its reactions. 

Every student chooses a material of their liking, studies it and works with it 
which means that the person gradually transforms into this material by 
transferring on their body all of the material’s characteristics.  

• Sponge 

• Pop corn 

• Crashing bottle 

• Water which becomes ice 

• Paper that gets rumpled 

So let’s watch a combination of pushing and pulling though this work on 
the materials.  

One partner pulls and the other one is pulled and becomes the material. 

One partner pushes and the other one is pushed and becomes the material.  

An advanced stage of our work with the physical exercises includes what we 
call “personal element”. The actor chooses a painting or picture of a human 
body.  

He is initially asked to perform a detailed kinesiological (or movement) and 
anatomical analysis of the body.   

Simultaneously, he then looks to discover the possible expression of each 
body member and joint shown in the painting or picture.  

For Example, I perform this (job) act with every inch of the body I am 
examining.  

In the same time, I examine all the powers exerted on this body. The same 
powers we were previously discussing about.  
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Pulling-Pushing. Attracting – Deterring. Which part of the body is pulled 
by, which pulls, which pushes and which is being pulled.  

The actor must then reenact the examined, with the highest precision 
possible 

Every single detail, structural, dynamic, or expressive. 

Through this procedure he tries to remember an emotionally significant 
personal experience that may relate to the body stance in question. 

The correlation of these two may be irrelevant with the expression of the 
painting.For example, the body that we are examining may represent a 
certain thing. Nevertheless, this specific body stance made me remember a 
totally different experience.  

The actor initially approaches this experience with bodily terms rather than 
emotional ones, which means that he is not trying to replicate what and how 
he felt rather than how was my stance at the time of the event.  

The body’s reaction, “stiffnesses”, “calm points” … how my body witnessed 
and experienced the event in question. Consequently, this job rarely leave 
emotion out of the equation, but the important thing here is for one to focus 
solemnly on the bodily memory, not the emotional one.  

Emotion needs to be the destination not the vessel (result not means)  

With my material being the bodily experience, I then create an 
improvisation in which at some point I will need to resemble the stance of 
the painting.  

Antonia and Giannis, are the best of the best of the best two graduates of 
our school and will present us with the work they have done on this specific 
exercise.  

I would like to remind you that what are seeing here today is not the 
complete material, we are in the middle of a process here, so what you are 
seeing is, actually work in progress. Antonia is superclaifregiexpecalidocious 
and super short. 

Demostration - From Folk poetry to the Ancient Greek Theatre: The acting 
process by Evita Papaspitou, actress, acting teacher, director, founding 
member of Modernoi Kairoi drama school and theatre 

Introduction 

Folk poetry is the preliminary stage of Greek tragedy. It is the river that 
connects the ancient Greek tragedy with the present day. Many cultures have 
developed folk poetry, especially those found in the wider Balkan area. We 
follow the river backwards to reach the faraway springs of Tragedy.  

We may say folk poetry, but in fact they are folk songs since those poems 
were recited in a special rhythmic way accompanied by a musical instrument, 
they were sung and often danced. This reminds us that ancient Greek poetry 
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was interconnected with music as well. There was no pure instrumental 
music and the greater part of this wonderful poetry was made for 
accompaniment. 

Also, when we say “folk” it means that the creator is not an individual, a 
separate inspired artist, but the whole community, the folk people. Thus, the 
community not only created the folk songs but also spread them. The song 
goes from mouth to mouth and everyone who repeats it, transforms and 
changes it either because they do not remember it well or because the social 
reality has changed or even because they adjust it to their personal 
idiosyncrasy and taste. Folk song changes, also, from place to place 
depending on the customs and local patois. Folk songs are oral literature and 
they remain oral until some scholar collects them, imprints them and 
protects them from oblivion. And this brings to mind Homeric epics. Those, 
too, were recited with the accompaniment of a flute. They were scattered 
songs (independent rhapsodies) until they were collected and published in 
their current form as the Iliad and the Odyssey, in the end of the 6th century 
BC from the Athenian tyrants. 

Poetry, nowadays, is for most people a closed book. They have no contact 
with Poetry and they are not interested in it. But even from those who are 
interested, how many can say that Poetry enters broadly and deeply in their 
everyday life?  

However, among Greek villagers of the 10th, 12th and 17th century things 
are quite different. For them poetry has nothing to do with books. It lives on 
their lips. Everyone knows it. Everyone loves it. It streams from everyday 
speech. Every significant event is accompanied by a song. In fact, those 
songs are not composed, they are rather improvised. As poetry at that time 
was more widely known than it is in today’s society, so every person then was 
more or less a poet. Among them there were, of course, people more gifted 
than others who learned this art from someone more experienced. But no 
dividing line can be drawn between them. It is just a matter of evaluation. 
We can sense, now, how connected their life was with poetry, how essential 
the latter was, how it healed the members of the community from personal 
suffering and worries or how the community itself could protest for social 
injustice or incite an overthrow through those poems-songs. May we 
rediscover today this lost paradise of Poetry.    

Tragedy sprang—as Aristotle says—from improvised songs for Dionysus as 
people were celebrating on major folk festivals. When tragedy became 
written text by the great tragic poets (Aeschylus, Sophocles, Euripides) it 
was no longer an improvisational process coming from the community, but it 
still concerned the whole community. Performances were part of the festival 
itself, they were free for all citizens and besides their festive character their 
attendance was obligatory. Within the Athenian Democracy where everyone 
had the right to vote and everyone participated in all decisions concerning 
the community, all citizens needed to have a political criterion, a political 
way of thinking. Tragedy was the school in which the people of Athens 
shaped their political opinion. Watching tragedy was crucial for their lives 
and the city-state’s future.  
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A part of Folk poetry is “paraloges”. They are narrative songs, usually 
dramatic, having dialogue and characters that present supernatural elements.  

The Supernatural element comes to highlight that something is law of the 
Universe and not just individual or human law. In other words, it is 
expressed as objectivity, independent of human will. For instance, the talking 
bird in The Bridge of Arta stands for the law dictating that for every 
achievement that subdues Nature humans need to pay a heavy price. The 
characters in “Paraloges” are archetypical exactly like the characters in Greek 
tragedy. They are not characters like the ones in urban psychological drama, 
heroes with a name and a past, personal traumas and family influences. Their 
suffering is the suffering of an entire society, an entire generation, they are 
historical changes of the human race as depicted when the young lady is to 
be built inside the bridge or when Clytemnestra kills her husband.  

Oresteia is not a marital drama. The trilogy’s theme—the murder of 
Agamemnon and its consequences—is fulfilled in the third drama, 
Eumenides, in such a way that it becomes something more than that. Its 
significance is steadily heightened and enriched so that the adventures of the 
generation of Atreus seem like the battlefield of human progress. The fate of 
Orestes is still on our minds, but the future of humanity is now tied to it. 
The question is not only whether the matricide will be forgiven, but whether 
humanity will succeed in its struggle for a new social order.  

This is the “katholou”, the universal that tragedy contains—as Aristotle 
notes—which must be seen in the actress/actor’s performance when s/he 
plays a tragic role. The exact same applies to “paraloges” and the specific 
poem we are dealing with The Bridge of Arta.  

The actress/actor needs to understand the difference between the dramatic 
and the tragic way of acting. The dramatic is personal, the tragic is universal. 
Thickening and removal are necessary. The tragic is breath-taking. It deals 
with major moments of human life. Actors need to rise to their extremes. 
The way of approaching folk poetry and Greek tragedy is the same. In short, 
the one who will sing the lament of the master builder’s wife can also sing 
Antigone’s lament. In our drama school we work on “paraloges” in the first 
year of studies in order to advance in the second year to Greek tragedy.   

Today you are going to watch a research work and its outcome on The Bridge 
of Arta (by our first-year students) in the first part and in the second part on 
the First Stasimon from Eumenides which constitutes the third part of 
Aeschylus’ trilogy Oresteia (by our third-year students).  

The demonstration 

A) The Bridge of Arta 

The poem had to be experienced. We experienced it with our five senses. 

We tasted it, we smelt it, we touched it, we listened to it, we painted it, we 
danced it and eventually we enacted it, first individually and then as a team. 
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Since the actor is an embodied message the poem itself had to be embodied. 
The solar plexus needs to wake up. How else can one sing the lament of a 
young lady who is built alive for the sake of the community, how can s/he 
say the curse and then the curse which is transformed into a wish with the 
power of brotherly love?  

Let’s start: 

The participants enter. They taste, smell, touch, listen various stuff there are 
in the space. They start successively to move alone or in couples by doing a 
kinesiological improvisation in order for speech to influence their movement 
and the movement to influence their speech. Subsequently, they start to 
narrate the dramatised poem.  

B) First Stasimon of Eumenides 

Chorus is the key of Greek tragedy. Especially in this play chorus plays the 
leading role. The title reveals it, after all. The play shows under which 
conditions Erinyes change their nature and turn into Eumenides.  

Erinyes are ancient mythical deities. They chase murders committed by 
blood relatives. They have a horrific appearance, as horrific as the crimes they 
punish. 

The tragic is extreme. The more extreme an actress/actor has to become, the 
deeper s/he has to dig. And I say again, they have to avoid the dramatic and 
focus on the tragic. 

Thus, we need a specific method in order to be able to meet the demands of 
Greek tragedy. The way we work every tragic role is the same. In our case, as 
you can understand, it was extremely helpful since actors had to play deities 
of monstrous appearance.   

Actresses and actors work researching their body, their solar plexus, the 
elements of nature with their corresponding energy centers and the animal 
temperaments they choose for each role. Of course, a detailed analysis of the 
play and the author’s aims precedes, but we are not going to confuse you 
with all these. The last part of the research is the “psychograph”. This is the 
final stage before the enactment of the role. The psychograph is the inner 
vibration of the role presented with movement and sound–not speech. 
Actors carry this inner vibration within them when they perform. 

You will be given the chance to watch this process.  

The actors enter. We start with natural elements. I guide them like an open 
lesson. I say:  

• “We are trees.  
From my feet begin roots that penetrate deeply the soil. I feel my body 
connected with these roots. I am walking pulling out the roots and the 
roots pull me down again.  
Element earth. The energy center is my legs and pelvis. Emphasis on 
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exhalation. Heavy voice. I integrate this movement into a human being 
who is dominated by this element.” 

• “We are now leaves cut from the tree. 
I have no bones, I have no weight, I go whenever the wind takes me. I 
am feathery, higher, and higher, I am flying, up to the ceiling, up to the 
sky, to the wall, I am returning to the ground.  
Element air. The energy center is my neck. Emphasis on inhalation. 
Tickling voice. I integrate this movement into a human being who is 
dominated by this element.” 

• “I am a plant into the water. 
My feet are in the sand. The water rocks me back and forth, at first only 
the feet, then the claves, the thighs, it goes up to the pelvis, torso, neck, 
head and now it uproots me. 
Element water. Emphasis both on inhalation and exhalation. The energy 
center is neck and pelvis in turn. When I rise to the surface I inhale and 
when I descend to the bottom I exhale. I integrate this movement into a 
human being who is dominated by this element.” 

• “We all move to the center.  
We are stepping on a volcano. Our feet press the earth. The ground starts 
trembling. The volcano is about to erupt. We resist. The ground is 
trembling. The tremor is climbing to our feet. Only to our feet. Now it 
goes up to our calves, thighs, pelvis, torso, neck and head. The Earth is 
trembling. Tremor. 
Element fire. The energy center is the whole body. Breathing is nervous, 
intermittent and fast. The voice is aggressive, nervous and sharp. The 
volcano is erupting. We are thrown away. The trembling continues. And 
now we become lava. Breathing becomes deep and conquering. The 
energy center is the whole body. The voice, also, becomes deep and 
conquering. Fire has two qualities. Trembling again, let’s go! Lava again! 
I integrate this movement into a human-like condition trying both 
qualities. Trembling and lava.” 

I ask the actors: Which animals have you chosen? They improvise firstly as a 
snake, then as an hyena and afterwards as an Harpies (mythical winged 
bird-women creatures). Subsequently I ask: Which element of nature 
Erinyes are? They answer: Fire. I request:  Could you present us the 
psychograph? They do it and at some point I choose, I say: It’s time for the 
chorus. They take positions,  the lights change and they start performing the 
choral.  

2.2.3. Best practices in Portugal 

T he first day Teresa Rico presented the Chapitô project, explain the 
reconstruction of the building and how she manage to have state and 

patron support, its social mission and the way the circus school works and 
how students are integrated into the labor market through partnerships 
developed with companies. Videos were presented about the work 
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developed. Also in the Chapito space, Patrícia Vasconcelos  presented 2 
projects created by herself, Mansarda and 21 Em Cena. We ended with a 
visit to the space and a convivial dinner with typical Portuguese food, 
between project participants and our hostess. 

We learnt about: 

1. Chapitô reinforces the concern and effort to continue their mission- the 
circus and the arts at the service of inclusion and human training and 
qualification - providing service to the people and society, the neighborhood 
and the world, in order to deepen the social and solidary life. 

Social justice and the commitment to the most disinherited (economically, 
culturally and socially) are part of the Chapitô’s genetic code. 

We speak of a founding social mission, which comes from the pre-history of 
Chapitô. It’s a humanistic proposal and focused on personal and social 
development.  

The project Chapitô maintains a dynamic relationship with society and 
culture environments in which is inserted, guided by solidarity and equity 
principles, where the arts play a central and generating role in personal and 
social valorization, in education action, in civic socialization and in building 
desirables futures.  

To intervene in socializing and inclusive processes, with children and young 
people that find themselves in a risk and/or vulnerability situations, or 
troubled and blocked trajectories, opening horizons and dispositions, has 
been, since the founding of Chapitô, a founding trait and an identity mark 
of the project. 

2. 21 Em Cena, a theatre company created in partnership with the 
association PAIS21- DOWN PORTUGAL and ACT- Escola de Atores. 
The partnership of the association PAIS21- DOWN PORTUGAL and 
ACT- Escola de Atores emerges in 2014 as an experimental project based 
on the innovative philosophy: 

• 12 young adults with Down Syndrome; 

• 12 independent young people that work or study, included in the 
community. 

21 Em Cena has demonstrated the importance that theatre has as an 
important instrument to acquire social skills, more independence and self-
confidence. These young adults have made friendships, have a better and 
more fulfilling social life and, overall, know how to express their opinions in 
a more adult and mature way. 

3. Mansarda intends to help professionals who are or have been, during a 
significant part of their professional life, connected to the world of 
performing arts. It was conceived as a home in which generations co-
inhabit, that values the knowledge and experience of the elders, with a 
constant interaction with the youngest. Mansarda is a home for artists that 
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can’t or no longer have the conditions- material, soulful, or health- to live in 
their private residences. At Mansarda knowledge and many artistic 
variations are intersected, in conferences, gatherings, recitals, or even around 
a table in restaurants. This project celebrates and accompanies many youth 
routes, with joy, and, most importantly, with a lot of life. 

We meet Teresa Ricou. Known as Teté, the woman clown — since she 
created this character in the early 1980s — Teresa Ricou is the mentor of 
Chapitô, a private non-profit institution that promotes, through the 
performing arts, especially the circus, the social integration of young people 
in situations of social fragility. 

Teresa Ricou spent her childhood and part of her teenage years in Angola. 
At the age of 16, she left her parents' house, traveling to the capital city. At 
18, she traveled around Europe and only returned to Portugal after the 25th 
of April 1974. She lived in England, where she settled in the late 1960s, and 
then in France, in the early 70s. She had a wide range of jobs such as being a 
waitressing, bartending, a flight attendant or newspaper seller. 

Since 1971 Teresa Ricou has showed a lot of interested in the circus. She 
attended the Hungarian Circus School in Budapest and then the Jean 
Jacques Lecocq School of Mime in Paris. She also took a video course with 
Jean Rouche at the Musée de l’ Homme (Paris). 

When she returned to Portugal, in 1974, she started to perform alongside 
Palhaço Luciano, head of Faz-Tudo, Coliseu dos Recreios, and Mariano 
Franco, “Master of Tapdancing”. She has participated in shows across the 
country and in several artistic festivals. She then created the Mariano Franco 
Circus School, in a space dedicated to circus entertainment, provided by 
Santa Casa da Misericórdia in Lisbon. She was responsible for cultural 
dynamization and recovery actions for young people at risk and for 
intervention and entertainment shows in poorest neighborhoods, in 
partnership with the Parish Council of Santa Catarina (Lisbon). The 
creation of her Teté clown-woman figure dates back to the early 1980s. 

She was also an employee of the State Secretariat for Culture, where she 
created the Circus Department (1978). 

It was in 1981 that she started the Chapitô project, of which she has been 
the director ever since. This association is intended to promote education 
and professional training through the arts and crafts of the show, with a 
strong intervention in terms of social and community integration. 

In 1998 Teresa Ricou was awarded the Prix de L’Initiative by the Fondation 
du Crédit Coopératif and, in 2005, the Silver Rose Solidarity Award.  

T he next day we started the activity by visiting the Natureza Fantasma 
exhibition at the CCB and not as planned by the visit Ao Largo 

Residências because Marta Silva, the new host on the visit we were going to 
make, had to stay in prophylactic isolation due to Covid 19. The Natureza 
Fantasma exhibition was the completion of the work carried out by the 
Companhia Maior during the confinement, Elsa Valentim Act-School 
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pedagogical director presented the project Ao Largo Residências. We toured 
Belém and tasted the famous Belém pastries. We went to the Boutique da 
Cultura, visited the space, Paulo Quaresma introduced the Associação 
Boutique da Cultura and explained how he got support for the construction 
through a participatory budget from the CML and how the Association's 
activities involve the population of Carnide. At the end of the afternoon we 
went to Teatro Taborda, where the Teatro da Garagem is located, we had the 
opportunity to watch the rehearsals of the companies that participated in 
the Try Better Fail Better project and exchange impressions about their 
work under construction. We ended with a convivial dinner on the Theater 
terrace. 

We learn about: 

1. Largo Residências: The project Ao Largo was born on one of the most 
problematic areas of Lisbon, the Largo of Intendente, where only two 
decades ago, it was known as a place of drug dealing and prostitution. The 
present prime minister António Costa, at that time the mayor of Lisbon, 
changed his office to Largo, giving visibility and initiating a rehabilitation 
process for this area, emerges the SOU LARGO (I’m Largo) association, 
that has the objective of creating a bond with and between the population to 
develop a feeling of pride of belonging to that community. The arts will be 
one of the most effective engines for the realization of the project.  

It is the promoter of the Annual Festival “Bairro Intendente em Festa”, with 
about 25,000 annual visitors, as well as a group of projects created and 
developed in networks of local partnerships that cross the cultural area with 
other sectors such as social inclusion, urbanism, citizenship, sustainability 
and housing. 

Over the last 10 years, it has involved more than 1000 artists (local, national 
and foreigners), more than 900 community participants (in participatory 
projects), more than 900 punctual activities, 10 permanent projects. It also 
participates in about 8 collaborative networks and participated in more than 
45 national and international conferences. 

It has already been recognized as a cultural project of territorial cohesion by 
the City Council of Lisbon, by the President, and by their majesties the 
King and Queen of the Netherlands. 

Largo Residências was identified as an example of good practices that 
connect the cultural sector and social inclusion. The Largo cooperative 
project is considered an avant-garde model of economic sustainability, as its 
implementation preserves harmony with the various dimensions of social 
sustainability. 

2. CCB–Natureza Fantasma: A multidisciplinary installation based on 
images from old family albums of its interpreters and long interviews 
focusing on how domestic images fix and condition our memory, in a 
constant paradox between a living testimony and a stationary time, life 
maintained and death postponed. Images that summon childhood, death, 
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the outdated past, a completed and immobile time, but also capturing life, 
suspended time, the present past and surprise. 

3. Boutique da Cultura,  a space for cultural development. It is dedicated to 
the creation and presentation of theatre plays, the promotion of books and 
reading, the promotion of citizenship and local intervention projects. Here 
ideas boil and projects ferment.  

The new space of Boutique da Cultura, the cultural association that hasn’t 
stoped stirring Carnide, arises from the need to bring together all of the 
nuclei, that were scattered throughout the neighborhood 

4. Teatro da Garagem: Company with 30 years of regular activity, which 
dedicates its artistic work to research and experimentation, through the 
investigation of new forms of writing for theater and new scenic forms that 
accompany it. Teatro da Garagem began, as the name suggests, its activity in 
a garage in the suburbs of Lisbon, a hybrid area, mixing landscapes and 
references, which indelibly influenced the Company’s work and the writing 
of its playwright, stage director and artistic director, Carlos J. Pessoa. 

The trajectory of Teatro da Garagem is recognized by national and 
international audiences, by specialized critics, by cultural institutions and by 
government structures, adding to the project a responsibility towards the 
local, national and international community. 

The Company’s artistic and pedagogical project is unequivocally a Public 
Service project and, in 2019, it was recognized as an Institution of Public 
Utility. 

Since 2005/2006, Teatro da Garagem has been the resident company of 
Teatro Taborda, at the invitation of EGEAC and Lisbon City Council. 

We meet the following people 

Paulo Quaresma: Currently President of Boutique da Cultura. Teacher of 
the 1st cycle of basic education with a postgraduate degree in Social 
Education and Community Intervention. He was President of the Parish 
Council of Carnide, from 2002 to 2013, having been Vice President of 
ANAFRE (National Parish Association) from 2009 to 2013. He is currently 
deputy to the Mayor of Loures. He was co-founder of Boutique da Cultura 
and coordinator of projects such as Livraria Solidária de Carnide, Oficina 
Local or the Incubator de Artes de Carnide. 

Carlos Pessoa: Born in Lisbon, in 1966. He attended the Escola Superior de 
Teatro e Cinema and has a degree in Theater and Education from the same 
school, where he is a teacher and artistic-pedagogical coordinator of the 
master’s degree in Theater, specializing in Directing. He has the title of 
Specialist in Theater – Staging, awarded by the Polytechnic Institute of 
Lisbon. He completed his postgraduate studies and doctoral studies in 
Communication Sciences, Communication and Arts variant, at the Faculty 
of Social and Human Sciences, Universidade Nova de Lisboa. He is co-
founder and Artistic Director of Teatro da Garagem. Since 1989, he has 
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been the author and director of almost all of the 91 shows presented by the 
Company. 

Ana Palma: She is an actress and director with a degree in Theater – Actors 
Branch from the Escola Superior de Teatro e Cinema, she joined Teatro da 
Garagem's permanent cast in 2001. She is co-founder of the Educational 
Service of the Company and of E-Garage (Theatrical Training for 
Executives and Organizations). Trainer accredited by the IEFP, she has been 
developing several theater training projects in organizations. Since 2007, in 
collaboration with Teatro Municipal de Bragança and Teatro da Garagem, 
she has developed several projects with the Brigantine community, as an 
actress, trainer and director. In 2009, she directed the Professional Aptitude 
test of final year students at Academia Contemporânea do Espetáculo 
(Porto), with “Patchwork”, based on texts by playwrights selected with the 
students. 

He staged shows at Teatro da Garagem, highlighting On the Road, or A Hora 
do Arco-Íris, with text by Carlos J. Pessoa (show awarded by Guia dos 
Teatros and presented at various festivals, including Festlip, Rio de Janeiro , 
in 2008). She has taken on responsibilities of Staging Assistance and 
Training New Actors, namely in the shows Flux (Daylight Project 2018) 
and Contrabando (2019), as well as Dramaturgy in her stagings and by 
Carlos J Pessoa (A Vida Como Ela é (2018), by Nelson Rodrigues, directed by 
Carlos J Pessoa). He directed the staged reading of the text Comunidade 
(2019), by Luiz Pacheco, at Culturgest, as well as other readings presented at 
Teatro da Garagem, within the scope of the Eurodram Network and the 
initiative Vemo-nos Gregos (Cycle of Authors’ Translations Greeks). In 2017, 
at the invitation of RTP2, she presented, as a director, the show A Hora do 
Arco-Íris, on the program A Peça que Faltava. 

In 2018, she was nominated for the Golden Globes in the category of Best 
Theater Actress, for her performance in Display, the 91st creation of Teatro 
da Garagem. In 2019, she received the Best Director Award, with the show 
Still On The Road, with text by Carlos J Pessoa and her own dramaturgy, at 
the International Festival of Women Monodrama Lebanon, promoted by 
the Tiro Association for Arts and the Ministry of Culture of Lebanon. Also 
in 2019, she received the Best Actress Award, in the scope of the Theater 
Awards of the Guide to Theaters 2019, for her work in the shows A Vida 
Como Ela é, “Black Stars” and “Display”. 

We met also the actors who participate in the Project Try Better Faill Better: 
Beatriz Epifário, Francisco Beja, Fábio Baptista, Rita Capelo, Daniela 
Cardante, Raquel Mateus, Joana Neto, and Arknel Marques. 

T he third day, the Act-school project was presented by the pedagogical 
director Elsa Valentim in the gardens of the Costume Museum and 

the presentation of two performances developed by Act students with 
teachers Sofia de Portugal and Petronie de Saint Rapt followed to the visit 
to DLBC space which was presented by Maria José Domingues, followed by 
a coffee break and a delicious homemade cake.  Ana Lázaro's presentation of 
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the project developed with Santa Casa da Misericórdia. Social lunch 
prepared by the community kitchen. 

We learn about: 

1. Centro de Recursos da Rede: Located in the heart of Bairro Padre Cruz, 
in Carnide, Lisbon, the DLBC Lisbon Resource Center is located at Rua do 
Rio Cávado, nº3, and is co-managed by the DLBC Lisbon Network – 
Association for Community-Based Local Development and the 
Municipality from Lisbon. 

The current headquarters of the DLBC Lisbon Network –, and of several 
other relevant organizations in the field of local development, the Resource 
Center is an incubator for the most diverse areas: social, educational, cultural 
and economic, among others. One of its missions is to host and support the 
execution of projects that promote the participation of citizens and local 
development, to aggregate, consolidate methodologies and leverage the 
intervention of organizations, combining the resources and competences of 
the Lisbon CLLD Network and the Municipality of Lisbon. 

2. ACT School: ACT School is an actor training school, founded by 
Patricia Vasconcelos and Elsa Valentim in 2001. Today, it’s recognized for 
the quality of the training provided and the outstanding route of some 
students who have passed through the school. ACT's main purpose is to 
contribute to the training and professional qualification of a new generation 
of actors, passionate, creative and autonomous actors. ACT carries out its 
activity based on solid techniques that allow qualified professionals to 
respond to the diverse demands of the market, whether in theater, in cinema 
or in Television, through the acquisition of a set of tools that enhance the 
best and greatest competencies; thus, ACT counts on the contribution of a 
team of professionals with a wide experience and knowledge in this areas. In 
the context of social inclusion ACT: 

• Develops the project 21 Em Cena, theater classes for young people with 
Down Syndrome; 

• Contributed to the project The Language of the Heart aiming to raise 
awareness of the need for integration and social inclusion of the hearing 
impaired; 

• Develops classes for blind people with the Center of Rehabilitation 
“Nossa Senhora dos Anjos” since 2014; 

• Developed theater classes for the elderly; 

• Contributes to the project Educating for Citizenship, developing pieces 
presented in several basic schools of the Municipality of Lisbon - 
Portugal. 

About the partnerships developed by ACT, we highlight the National 
Theaters D. Maria II, São Luiz and Trindade, the SP, SIC, RTP TV and TV 
Globo. When it comes to international partnerships, we highlight Cours 
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Florent (Paris, France) and Michael Chekhov Acting Studio (New York, 
USA). Since the beginning of its activity, ACT has awarded professional 
certificate to more than 230 students and has certified more than 20 
students with 1 year of open training. ACT faculty consists of 24 teachers, 
national and international and an internal team of 5 staff members.  

3. Auto de Natal – Irmandade de S. Roque/Santa Casa da Misericórdia: 
This is a project of creation and rehearsals of a multidisciplinary spectacle 
that integrates and involves the users of many Social Equipments of the 
Santa Casa da Misericórdia of Lisbon. With ages between 5 and 95 years 
old. Besides the Criação do Espetáculo, the artistic team that coordinates 
the project since 2017, developed a preview plan of Activity of research, 
experimentation and artistic exploration with the participants (during a 
period of preparation of 5 months). The Espetáculo is presented in 
December, for the celebration of Christmas in church São Roque in Lisbon, 
in three sessions with roughly 800 spectators and 160 participants-interprets 
active on stage. Taking into account that the project is integrated in the 
Activity Plan of the Institution Santa Casa da Misericórdia, and in 
particular the trusteeship and coordination of Irmandade de São Roque, 
obeys the purpose of the celebration of the Festivities of Christmas, that 
implies the reconstruction of many possible narrative pathways of the 
Natividade history. The project involves also in the preparation and rehearsal 
activities: technical, teams and educators of the respective Equipments and 
Institutions involved (even if not directly). It establishes a net of 
extrainstitucional and extraterritorial cooperation. In year 2020, due to the 
pandemic, the number of participants was reduced to 60 direct participants 
(teenagers and children) and it was realized an inclusive movie of the many 
artistic areas, presenting in two sessions in Cinema NOS Alvaláxia. 

The artistic team that coordinates the project, develops a work that includes 
distinct artistic areas: musical creation, singing voice, orality and popular 
song, dramatic expression and theatre, movement and dance. 

Involved equipments: Nurseries and Schools (Preschool children), Shelters/
Social Centers (Young Teens and Pre-teens), Homes and Day Care Centers: 
(Senior Population), Orquestra Geração, UAT /PRODAC and other 
Monitoring Units and health reinforcement for vulnerable contexts, Pé-
ante-Pé: Parental Monitoring and Reeducation Project. 

In the course of the work that we have developed in the scope of the 
creation and presentation of the Auto de Natal- São Roque Church, in the 
last 3 years, we have been working with several Groups of participants from 
different age groups, social realities, and educational needs specific and 
relational.  

During this process, the fertile results of this work about the participants are 
clearly visible and demonstrable, both at a civic, social, formative, and 
humane level. It is observed the acquisition of a series of skills relevant to 
active life, social interactions, autonomy and civic training of the 
participants, namely communication, empathy, teamwork, mastery of oral 
expression, and Reading and interpretation, ability to express themselves in 
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public, development of interpersonal relationships, ability to cooperate in 
groups, autonomy of thought and action, development of the capacity to 
organize ideas and oral expression of those ideas; assiduity, autonomy in 
individual responsibility for a given task, acquisition of instruments as a way 
of developing social integration and employability. 

We meet: 

Ana Lázaro is a Portuguese actress, she studied acting in Escola Superior de 
Teatro e Cinema and completed her studies in the same area with the 
professional course in ACT – Escola de Atores. She is also a director and a 
playwright and has collaborated with several national theatre companies. In 
2011 she founded “DOBRAR – Núcleo Artístico” where she is both the 
Artistic Director and the playwright. She has been in many national and 
international Art Festivals. Ana Lázaro has also been distinguish with more 
than one literary prize. At the moment she works with Santa Casa da 
Misericórdia de Lisboa as one of her directing projects. 

Pétronille de Saint Rapt: A french actress, director and playwright, she 
studied in L’Ecole D’Art Dramatique Ecole Florent. She was nominated for 
a Molières prize, she is also an active participant in Festival D’Avignon. In 
2000 she starts working in Ecole de Florent as an actors director. Since 2015 
she prepares her students apply to artistic schools, in the same year she 
started teaching in ACT – Escola de atores. She is the director of a Theatre 
Company called Quoi. Pétronille promotes, as well, meetings for young 
portuguese and french actors, these meetings are both taught in Portuguese 
and french. This meetings led to the creation of a festival called Les 
Caravelles d’Automne that took place in Lisbon on November 2019. In the 
other hand the also writes for radio, cinema and television. 

Sofia de Portugal: Graduated from the Escola Superior de Teatro e Cinema. 
Actress, singer, director and teacher, she has been working professionally for 
over 20 years. She worked with Thomas Richards in Pontedera, disciple of 
Grotowski Jack Garfein, Antonio Fava, Rui Horta. Since 2003 she works as 
director. In 2002 she is nominated for the Best Theater Actress Award at the 
Golden Globes. She has been teaching since 1997. She is currently a 
resident teacher at ACT-School. 

Maria José Domingues: Sociologist, general director of the Lisbon CLLD 
Network, Lisbon Community-Based Local Development Association, 
represents this organization in the Implementation, Monitoring and 
Evaluation of the Strategy for the Integration of Homeless People. For 16 
years he represented EAPN Portugal / European Anti Poverty Network in 
the district of Lisbon, among others, on the Advisory Board of CIG NGOs 
and collaborates with various Supra-concelhias Platforms and Social 
Networks and is a member of the European network “Alliances to fight 
poverty” since 2011 . 

T he fourth day we visited Lx Factory and Act-School facilities. 
Presentation by Paula Varanda from the Companhia Maior Project, in 

relation to which we visited the Natureza Fantasma exhibition on the 
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second day of activities. This was followed by a Brunch and evaluation/ 
closing of the activity. 

We learn about:  

1. Companhia Maior,  founded in 2010 by Luísa Taveira and Tiago 
Rodrigues, established at the Cultural Centre of Belém, is composed by 
professional artists over 60 years old (it is important to refer that 
Companhia Maior isn’t a leisure activity). The aim of this company is to 
show people that age should not be felt as an obstacle to be part of the 
artistic community. When you have strong will, everything is possible. 

We meet:  

Paula Varanda: A PhD researcher, Paula Varanda has focused her writing 
and analysis work on performing arts and cultural projects, having 
participated in conferences and publications in Portugal and Europe. She 
has consolidated professional skills such as artistic director, director of 
management, production and programming, as a teacher in higher and 
professional education and as a choreographer. She is particularly interested 
in the themes of inclusion, decentralization and development through art 
and education; social enhancement through working with under-represented 
communities; the practices and theories about the body and new media in 
contemporary societies; and national and European cultural policies for the 
access and sustainability of the arts. 

She did her PhD at Middlesex University in Artistic Studies and 
Humanities with a thesis on dance and new media (2015), graduated from 
Escola Superior de Dança (1994) and graduated from Middlesex University 
with a Master of Arts in Choreography and Arts performatives (2003). She 
held the position of General Director of Arts for the Ministry of Culture of 
the XXI Constitutional Government, from June 2016 to May 2018, where 
she highlights the coordination of the implementation of financial support 
programs for the professional activity arts (non-governmental) and where 
she was responsible for the organization of the official representations of 
Portugal in the international exhibitions of the Venice Biennale of 
Architecture and Arts. 

As a producer, stage director and dancer, she collaborated until 2005 with 
various associations such as Alkantara, Re.Al, Jangada de Pedra, DBM – 
Danse Bassin Mediterranée, Shinkansen and Body-Data-Space, assuming 
coordination roles in festivals, tours and international meetings. 

She was an advisor for dance at the Instituto das Artes from 2004 to 2007, 
developing prospective studies on state funding, issuing opinions, 
coordinating juries for granting grants or monitoring and evaluating 
supported entities. 

She is the author of the book Dançar é Crescer – Aldara Bizarro e o 
Projecto Respira (Caleidoscópio 2012) and has published chapters with 
other editors such as Alkantara, Daniel Tércio, European Festivals 
Association, Companhia Paulo Ribeiro and Fábrica das Artes. She regularly 
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wrote reviews for Jornal Público between 2004 and 2016 and occasionally 
for shows about shows and festivals (Companhia Maior, New Age New 
Time, or Lura). 

She has presented her PhD research at conferences in Portugal and abroad 
(Somatech, Eva London, Artech, TKB, DRHA, XcoaX and PostScreen), 
with the publication of articles in proceedings and academic journals. 

As a teacher, she collaborated with the School of Dance, Faculty of Human 
Motricity, School of Education of Beja and Forum Dança, among others. 

In 2008, she founded the dansul project – dance for the community in the 
southeast of Alentejo – mobilizing the municipalities of Mértola, Castro 
Verde, Beja and Aljustrel for an informal network of cultural relations that 
operated regularly until December 2015. 

2.2.4. Best practices in Denmark 
Learning Activities are part of our process for work and create arts, in a 
continuous investigation of unpredictable, scholars and artists and 
community operators together.  This process continues a job started at local, 
national and regional level, self-financed or funded with public local sources. 
Most of the named projects are running or will be repeated in the coming 
years as part of an active and ongoing local development process, which 
integrates the activity of the current project, in mutual improvement and 
enhancement. 

Ildflue is an animal that has its own light and as a consequence, it 
illuminates what is around it. Through the use of artistic tools such as 
theatre, dance, music and visual arts, Ildflue academiet offers activities that 
encourage free creative exploration for young people in the community. And 
in an environment of trust that all stakeholders act on an equal footing, with 
complete freedom to choose the proposed activities 

We presented project bests practices used in work in small villages and with 
excluded target groups (like elder people, people with special needs and 
refugees. A general strategy of municipality and the work of Nordisk 
Teaterlaboratorium sustain a very inclusive and not-conflictual environment 
in city, with a very good results in the minority integration. 

Ikarus stage Arts (group directed by Carolina Pizarro and Luis Alonso - 
Nordisk Teaterlaboratorium), for example, uses play as a methodological 
basis. In the work sessions, called “play time” and carried out in the asil 
center (refugee center in Holstebro) or in Trekanten, the group used the 
performing arts as a means to bring together people of different ages, 
cultures and interests. For this reason, since its inception, in addition to the 
creation of shows, it has held community development meetings through the 
performing arts. 

These meetings were held in collaboration with various educational 
organizations, social and cultural centers, interested in the performing arts to 
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promote human development, social cohesion and personal and community 
development. 

The pedagogical activity plan that is carried out is based on the principle of 
play as a methodological basis. The sessions are designed to generate a 
climate of trust, which places the participant at the center of the pedagogical 
experience, ensuring that the result is consistent with a pleasant personal 
process, which they would like to repeat again. 

Learning by playing helps to transform everyday energy into playful energy 
gives a positive attitude, which opens the doors to creativity. This ultimately 
allows for higher quality and more complex artistic skills. In turn, it invites 
us to adopt a collaborative attitude that benefits not only the individual, but 
also the collective, essential for the development of artistic work. 

The game has a variety of advantages: 

• It allows you to stay in the present, develops confidence and therefore 
helps to break down prejudices towards oneself and towards one's peers; 

• Awakens the expressive capacity and helps to recognize the elements 
that coexist in the participant as a contribution to creation; 

• Pay attention to the enjoyment of the process without generating stress 
or frustration in order to have a good result. 

The objectives pursued are: 

• Discover, enhance and develop different artistic skills, in an environment 
of trust so that the learning experience is meaningful; 

• Provide scenic tools that will be put into practice in an artistic work that 
will be presented in public; 

• To transmit scenic tools and the use of public space as a possible place 
for the artistic expression of the individual, respecting individualities and 
finding new ways to collaborate and interact; 

• rouse the curiosity and appreciation of the various artistic manifestations. 

Ikarus Stage Arts plans pedagogical activities that adapt to the particular 
needs raised by those who request it. This is considered consistent with the 
diversity found in the development of a process that seeks to enrich the 
collective knowledge of an artistic discipline.  

In this process it is taken into account that the contents, for the integral 
formation of the formative process, must effectively lead to the scenic artistic 
progress of the participants at the different levels of education. 

Both the program and the contents, exercises and materials are delivered in 
detail according to the schedule of the sessions provided from time to time, 
and in relation to the following factors: 

• Age range; 
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• Number of people and duration; 

• Space and context; 

• Needs according to the stage of development of the participants. 

This type of experience has an ethical value: 

• Ikarus Stage Arts members accompany a creative process, they do not 
impose it; 

• The development phases of the game and the needs of the group are 
fundamental when making a pedagogical proposal; 

• The methodology consists of recreational activities in relation to the 
performing arts; 

• Learning is acquired through the transfer of experiences in which the 
participant is placed as the center of the pedagogical action; 

• We instill the value of being active, autonomous and responsible for the 
process itself; 

• The creative work environment is based on discipline, but also on joy, 
generosity, respect and freedom of expression. 

“In some completed projects, the focus point is on children, because the tools they 
receive today, in their infancy, will define the skills they will have to grow and 
live in harmony in favor of community development in the future” 

Ikarus Stage Arts 

The above were fully connected with the social dimension of the Social 
Acting project. The idea is that the culture locally is crucial to the life lived, 
and in this context the people who live there. Idom-Råsted has over time 
been aware of this, and has taken the lead in relation to the creation of a very 
active local community, where association life flourishes and people get to 
know each other. With the laboratory approach, we want to investigate the 
social and cultural patterns that create a fine-meshed network that holds 
together the village. For unity is not a matter of course. 

Nordisk Teaterlaboratorium / Odin teatret collaborated with a number of 
associated organizations, as follows: 

Bridge of Winds: It is a pedagogical project directed by Iben Nagel 
Rasmussen since 1989. 

The group consists of artists from Latin America, Europe and China. 

Iben Nagel Rasmussen has gathered these students, not only to make 
performances, but to transmit her own theatrical heritage: the actor's 
formation and the theatrical values, on which she has based her life as an 
actress. 
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The group meets every year in different places of the world. The work 
focuses on physical and vocal training; the creation of in- and outdoor 
performances, and so-called “barters”: cultural exchanges between The 
Bridge of Winds and local communities. 

The main characteristic of The Bridge of Winds is its long-term duration, 
which allows a gradual development in depth. Another feature, is to bring 
together artists from various disciplines (music, theater, dance, fine arts) and 
from different cultures, making the group a multicultural and 
multidisciplinary melting pot, going beyond linguistic, artistic, and cultural 
boundaries. 

The Bridge of Winds holds open meetings in collaboration with local 
theatres, as well as social and cultural institutions. The group also takes 
theatre to the streets, makes seminars, workshops, cultural exchanges, 
concerts, conferences, and photographic exhibitions. 

During its 30 years of activity, the members of The Bridge of Winds have 
spread this theatrical heritage through their own artistic work and teaching. 

Village Laboratory (Landsbylaboratoriet): With a broad understanding of 
the concept of culture, the laboratory is launched with the citizens of Idom-
Råsted. It is local development and not the settlement of a village 
community. For what is it that makes Idom-Råsted a special place compared 
to others? Is it nature, culture, social structures or something completely 
fourth. In any case, Idom-Råsted is doing something worth exploring and 
communicating to other villages. For what is the DNA of a village? 
Therefore, we put the obvious under the microscope in a community that 
wants to transcend our accustomed notion of what a village is. 

As a model for the Village Laboratory, we work with 2 important areas that 
feed into each other: One is a Biennale and the other is the Village Meeting. 
By creating these two forums, there will be both a presentation forum and a 
discussion forum where different actors can present and speak with the aim 
of continuing to explore and develop models for the village of the future. 
Kongstanken is a pendulum swing between practice and theory, where: 

The biennial represents the concrete testing of various laboratory cultural 
events between local and professional actors. The common thread in the 
Biennale will be a cultural performance built around “one of the great 
stories” such as Hamlet, Don Quixote or Ulysses, where local and professional 
forces work together on a joint presentation based on their craft. Thus, the 
acrobat is seated with the tractor driver, the ballet dancer with the horse 
rider, the poet with the shepherd, etc. In addition to this, the Biennale will 
also be a cultural meeting place where different local actors will present, 
search and explore new forms of expression together. It can be the local 
sports club that together with an acrobat creates “acrobatic football” in the 
Biennial period etc. 

Kulturedivisionen – Holstebro: The culture division is a catalyst for cultural 
and creative initiatives in the old slaughterhouse buildings. The 
slaughterhouse therefore still remains a place of production - but today the 
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production of culture and culture as a common identity. Holstebro is widely 
known as a city of culture. But what does it mean to be a city of culture? 
And can Holstebro – a small town far to the west, become a distribution 
channel in a future, decentralized cultural landscape? Based on Slagteriet’s 
history, which is a large part of the city’s identity, we create an art space that 
operates in overlap between institution, production and knowledge site, 
factory and public space – an informal platform for anyone who wants to be 
part of communities. 

Slagteriet S/I: It is a self-governing institution based in the former 
slaughterhouse buildings in the middle of Holstebro. The purpose of the 
slaughterhouse is to create and be an ambitious production house for culture, 
business and creative. In the buildings, we have almost 13,000 historic 
square meters available, which a number of actors and volunteers fill with 
new life around the clock, all year round. 

Today, Slagteriet is home to a number of regular player groups, and we have 
room for more. We also rent out workshops, studios, event rooms and much 
more for stand-alone or recurring events. 

Boligsocial (Trekanten): They are a team, consisting of 7 social housing 
employees, all employed for the next 4 years, to support the residents of 
Trekanten, in developing your district and your own life. They have a 
network, experiences and resources that will be used to help you solve the 
challenges that exist in the residential area, such as unemployment, crime 
and insecurity. Therefore, the team will support getting started with 
education and work. They will also focus on strengthening the parental role 
and supporting children and young people in developing hobbies in their 
spare time. 

And last but not least, we want to focus on establishing communities. They 
will do this through individual conversations, activities and group sessions 
and we hope that you feel like joining. You can read more about the various 
activities on the website www.trekantenholstebro.dk The comprehensive 
social housing plan rents into Trivselshuset and many of our offers will take 
place here, but we also do work where we reach out and we are happy to 
come and meet you in your home if you need to talk. 

2.2.5. Best practices in Poland 
The aim of the Learning Activity in Poland was to share with the partners 
best practices developed through the course of many years in regards to ways 
to engage local community in the arts. Further, because Goleniów is a small 
town the Learning Activity focused on working with the arts in non-urban 
spaces (small town/village).  

The best practices that was presented focused on community engagement 
and creating a sense of local identity through participation in projects 
(performances, concerts, mural painting, hosting a festival) through working 
together with local artists. The strategy of Teatr Brama for many years has 
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been to discover the interests of local residents and build creative projects 
together with them based on their interests. This has created a large and 
vibrant community of individuals who are the theaters immediate audience 
and participate in all of the events and projects hosted by Brama.  

The activities, methods and techniques fitted very well to the social aspects 
of the project Social Acting. In large cities where people have access to 
almost any interest they have, it is very difficult to build an audience. Rather 
often individuals that live in urban places stay at home because they are 
overwhelmed by the possibility of choices available to them. In non-urban 
places the situation is different, people living in small towns and villages 
often have a complex that they live in an “out of the way place” where 
“nothing happens”. Developing creative projects together with the local 
community, based on the community’s ideas creates a local sense of identity. 
This sense of identity strengthens the community, gives individuals reasons 
to interact and creates a healthy sense of local pride – because they want to 
invite outsiders to their projects so that they can see the interesting things 
happening locally. Learning to create projects that help build a healthy sense 
of local identity is a best practice that any partner could use because it does 
not only work in non-urban places but could also be applied to city 
neighborhoods, etc. 

Teatr Brama collaborated with a number of associated organizations, as 
follows: 

Ogólnopolska Offensywa Teatralna (Polish Theater Offensive) 

Based on the success of ZOT, in 2016, Teatr Brama was one of the founding 
members of the Nationwide Theater Offensive (Ogólnopolska O Offensywa 
Teatralna OOT). It is an umbrella organization made up of non-
institutional theatres across Poland which counts over 1000 members. The 
success of ZOT was the impetus of OOT. 

Zachodniopomorska Offensywa Teatralna (West Pomeranian Theater Offensive)  

In 2013, Teatr Brama was one of the founding members of the West 
Pomerania Theater Offensive (Zachodniopomorski Offensywa Teatralna 
ZOT). ZOT is an umbrella organization made up of 12 off theaters in the 
region of West Pomerania who regularly cooperate together. These theaters 
have been working together intensively for many years and ZOT gives them 
the opportunity to work as an active network. Sharing resources and  giving 
their performances and projects access to a larger audience. 

Gmina Goleniów (Municipality of Goleniów) 

Goleniów is a town in West Pomerania, northwestern Poland with 22,399 
inhabitants (2004). It is the capital of Goleniów County in West 
Pomeranian Voivodeship (since 1999); Town area is 12.5 square kilometres. 
It is situated in the centre of Goleniówska Forest on Goleniów Plain, near 
main roads numbers 3 and 6. The international airport Szczecin-Goleniów 
“Solidarność” Airport is located just East of the town. 
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Zakład Aktywności Zawodowej (Vocational Activity Institute) 

The Vocational Activity Institute in Goleniów is the newest and most 
innovative complex of rehabilitation and professional activation of people 
with disabilities. The precisely prepared offer of ZAZ is a response to the 
needs of the region's enterprises, and above all, the Goleniów Industrial 
Park. The facility was created with the graduates of the Goleniów Special 
School in mind. More than 70 people with disabilities have found 
employment here, and the income from the business is intended for their 
rehabilitation and development. The activities of ZAZ effectively prevent 
social exclusion. The work of disabled people, their education and efforts are 
likely to be noticed, appreciated and properly rewarded. Entrepreneurs using 
the services of the establishment contribute to the perception of an 
employee with a disability as a responsible, competent, committed and 
needed person on the labor market. ZAZ Goleniów started its activity in 
January 2019. The mayor of the Goleniów commune supervises the activities 
of the ZAZ. The support of the commune, PFRON and the West 
Pomeranian Voivodeship as well as the implementation of the social 
economy assumptions means that enterprises using the services of ZAZ, in 
addition to fulfilling the mission of supporting people with disabilities, can 
count on measurable financial benefits in the form of reliefs and deductions, 
at the same time increasing their prestige by good practices, responsibility in 
business and social commitment. 

Goleniów Culture House 

The Goleniów Community Center has existed since 1958. It is an institution 
promoting culture, the aim of which is to acquire and prepare the 
environment for active participation in culture and to co-create its value. The 
director of the institution is Aleksandra Holz. 

Goleniów School District 

An umbrella organization under which all of the public school in Goleniów 
fall. It includes schools ranging from kindergarten to high school and 
everything in between. 

Fundacja Teatr Nie Taki (Foundation Teatr Nie Taki) 

The foundation was established in 2009.For several years it has been 
focusing on mapping and networking independent theater initiatives. For 
this purpose, it uses the nationwide portal Teatralny.pl, and a magazine 
devoted exclusively to independent theaters — “Niezak! T”. The Foundation 
also organizes, inter alia, School of Theater Criticism, which aims to educate 
and sensitize theater theorists to the social function of independent theaters. 
The Foundation also organizes the Competition for the Best Independent 
Theater Performance The Best Off. The Foundation is also the operator of the 
National Theater Offensive, which has the ambition to become a large and 
dynamic platform for mutual support and activities of creative independent 
initiatives. In addition to the above-mentioned activities, the Foundation 
carries out many related projects devoted to theater, such as: the 

82



organization of festivals (Festival of the Nie-Złego Theater in Legnica, 
Festival ZWROT in Wrocław).  

2.3. Other Activities 
During the project lifespan and due to the lock down consequences of the 
pandemic the partners, in an effort to maintain their relations tight and to 
widen their cooperation, agreed to record a fairy tale titled The Vain Little 
Mouse in different language versions, as follows:  

• Czech – narrated by Markéta Nováková, from Teatr Brama 

• Danish – narrated by Karoline Leonora Seidelin Banke from Nordisk 
Teaterlaboratorium-Odin Teatret 

• English – narrated by Jenny Crissey from Teatr Brama 

• Greek – performed by Eleni Christidou, Evie Giannakopoulou, George 
Tsapogas from Pramata & Thamata S.C.E. 

• Italian – narrated by Cristina Baldari from Teatr Brama 

• Spanish – narrated by Ares Cainzos Manuel from Teatr Brama 

• Polish – Noemi Wrzos (Teatr Brama) 

• Portuguese – narrated by drama school student Soraia Gonçalves from 
Act School for Actors. In the activity a number of other students 
participated in a framework of a contest organised by the Portuguese 
educational coordinator, Ms. Elsa Valentim. The contest’s participants 
were the following students:  

Corinne Damas 
Beatriz Guerreiro 
Filipa Caçador 
Aisha Bandeira 
Artur Malheiro 
Bruna Antonio 
Carina de Almeida 
Celia Teixeira 

Elsa Machado 
Inês Cotrim 
Inês Mariz 
Jasmine Correira 
Joana Bento 
Maria João Freitas 
Rita Soares  
Jose Guedes 

Sara Azevedo 
Violeta Gouveia 
Zita Milene 
Catarina Rodrigues 
Sofia Franco 
Susy Ferreira 
Vanda Cozma 
João Hungria Alves 

• Romania – the media output completed by the following persons:  

Directing: Larisa Popa and Alexandra Negoiţê (students in directing)  
Voices: Viorel Cojanu, Silvana Negrouţiu, Vlad Niţê, Câtâlin Vâlcu (actors)  
Sound editing: Radu Apostol 
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2.4. Conclusions & Possible Future Steps  
Partners invaluably carried out an interesting project with mutual benefits 
for all directly and indirectly involved. This concerns people or local 
communities and grass root organisations. With respect to the experience of 
sharing and learning, on the work that the various groups do, partners are 
ready to expand their collaboration bonds and altogether to create a network 
in common socio-cultural endeavours in the field of theatre and art. 
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Actors School 
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Social Acting 
Further info on Social Acting project at: 
https://pramatakaithamata.eu/social-acting/ 

Project Reference: 2019-1-EL01-KA204-062525 

Social Acting has been co-funded by the  
Erasmus+ Programme of the European Union  
https://ec.europa.eu/programmes/erasmus-plus. 

https://pramatakaithamata.eu/social-acting/
https://ec.europa.eu/programmes/erasmus-plus
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