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BABEL PROJECT

“BABEL” is a project for adult education co-funded by the European
programme Erasmus+ under Key Action 2 - Strategic Partnerships. The
project was carried out between October 2018 and November 2020 by
organisations from Galicia, Italy, Portugal and Romania.
The mission of “BABEL” project is to develop innovative and high quality
educational techniques for the dissemination of literary and oral heritage: to
create and evaluate innovative techniques and develop capacity building
initiatives for professionals in the fields of cultural heritage, community
development and cultural and socio-educational intervention, in the use of
non-formal education methodologies in the service of the dissemination of
European literary and oral heritage. Our starting point was to reimagine the
philosophy and strategies of non-formal education as innovative assets in the
dissemination of cultural heritage, distancing it from the protectionist and
didactic strategies, much needed, but also widely experienced. During these
two years, we worked with techniques in which the partner entities are
specialized and which make literary and oral heritage a living cultural
component, with strong creative, active and participatory dimensions, which
nurture the idea of building a more conscious, grounded, critical and active
citizenship: Living Library, collecting traditional and popular oral literature,
“cantastorie” and Labyrinth Theatre.
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The four partner organizations implemented an intensive collaborative
research-training-action strategy that resulted in two years of theoretical and
practical training, during which we designed, implemented and evaluated
numerous local and transnational initiatives for the dissemination of European
literary and oral heritage, experimenting with the four methodologies listed
above in our respective territories of origin. This strategy made it possible to
test the versatility and transferability of the techniques, and laid a firm and
rigorous basis for developing this teaching material aimed at individuals and
organizations who work in the field of education and in that of the
dissemination of intangible cultural heritage in diverse social and cultural
contexts: "BABEL: practical guide on innovative educational techniques for the
dissemination of literary and oral heritage".
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FEATURES OF THE GUIDE
This is a methodological guide that aims to be a useful and practical tool,
with didactic, formative and stimulating intentions; it integrates the
conclusions and learning skills acquired as a result of the development of the
BABEL project and it is based on experience, strategies and methods tested in
practice. The intention is that any entity or person should be able to
experiment with the methodologies detailed here and create experiences that
promote living heritage, especially literary and oral heritage, by following the
technical guidelines described in depth and in great detail.
It is a structured and practical guide, whose contents are organized into
four general blocks, one for each technique or methodology, in which all
procedural aspects are gathered in a coherent, rigorous, integral and didactic
way.
Each block is accompanied by chronicles of the local initiatives designed
and developed in each country as an indispensable part of the practical training
experienced by the four partner organizations. These chronicles serve as very
valuable pedagogical material, because, in addition to the fact that they can
serve as motivation and inspiration to all readers, they fulfil a fundamental
training and evaluation function: they review, question and adapt the general
and pragmatic instructions received, and they therefore help perfectly convey
to the reader the necessarily flexible and open nature of the techniques
employed by the BABEL project. Examples include, as you will read,
adaptations brought to themes, formats and procedures so as not to paralyze
the experimentation phase of the project, which coincided with the exceptional
and unprecedented situation of the global pandemic produced by Covid-19:
three of the local initiatives that had already been planned and on the verge of
implementation were affected and postponed indefinitely. However, the partner
organisations’ responsiveness and capacity to deliver, as well as the versatility
and flexibility of the techniques, led to the development of amazing
experiences despite the constraints, disruptions and limitations they
encountered.

[Hyperlinks marked with colours or symbol

]
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ABOUT US

La Corte della Carta is a cultural association, an artistic laboratory and
an ideas incubator created to explore paper as a medium in arts, crafts,
theatre and education. Born in Milan in 2008, the association has been working
with libraries, schools, recreational areas, municipalities and other associations
and cooperatives of Lombardy. The methods we use are animation,
performances and workshops, and our members are librarians, artisans,
teachers and actors.
We chose to call ourselves ”The Paper Court” because the divison of tasks
in a Royal Court ensures that the courtiers can share moments through theatre
workshops and other playful and creative activities, experiencing both the
versatility of paper as a medium and each other’s skills.
We chose paper because it is both a poor and a rich material, making is
accessible to everyone, from small villages to big cities: this versatility allows
us to work both on recovering fading customs in a big city like Milan, and on
arts and crafts leading to the creation of artisanal objects, while also allowing
us to be playful and find the time to play.
Paper hides stories that can be told, read, performed, written or drawn, it
hides objects waiting to become characters of a story. Puppetry is of particular
interest to the members of our association, who trained in this field by
participating in various workshop, including those promoted by Teatro del
Corvo with Natale Panaro, Bruno Leone, Tinin Mantegazza, Albert Bagnò, and
Gigi Gherzi with Teatro degli Incontri. Then came the happy encounter with
Peter Schumann’s Bread and Puppet Theatre and all of these encounters
nourished our love for ”simple” materials used as ”storytellers”.
Pedagogy, art and crafts are fields we wish to investigate and experience,
contaminating ourselves and the places and cities where we live.
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APDP - Association for the Development of Pitões - was created in
February 2015 and arose from the need to promote activities and develop
projects aimed at the preservation of the local intangible heritage. APDP aims
to promote the culture of the people of Pitões, while motivating and involving
the local community. In addition, it aims to create an appropriate infrastructure
that will address the characteristics of the local population and future events.
The population of Pitões has some unique and very specific features. This is
due to the fact that the Pitões das Júnias village is situated at an altitude of
1.200 meters, in the far north of Portugal, in Peneda-Gerês National Park,
municipality of Montalegre, Barroso region, Trás-os-Montes.
Furthermore, the harsh winter climate and the consequent immigration
contributed to the conservation of the small population of this village. Its
origins date back to the 9th and 11th centuries and are very similar to the
origins of the Santa Maria das Júnias Monastery.
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Xandobela | Educación e Cultura is an initiative for Non-Formal
Education and Socio-Cultural Dynamization born in 2005 in Compostela, with a
universal vocation based in the Galician reality. We work in the old fields of
culture and interpersonal relationships, promoting an inclusive, creative, and
playful attitude. We are people educated in the Galician associations
environment, with experience in voluntary cultural work in different programs
and environments, and with extensive training in pedagogy, social education,
socio-cultural animation and leisure activities development.
In particular, we promote reading, writing, language, culture, intangible
heritage, arts, and games, exploring their playful, expressive and creative
potential, and combining enjoyment with learning and cultural dissemination.
We have developed many projects over the years, thus specializing in the
design of innovative, participatory and creative projects. Little by little, we
created our own methodology – simple, yet highly effective formulas in
achieving the objectives of each project.
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Universitur is a non-profit organisation born in 2011 in Bucharest,
Romania. Our mission is to create civic duty, promote inclusion and equality
and teach volunteers new skills through non-formal education. We aim at
fostering youth and young adult participation and raising awareness among
people of all ages about key issues faced in today’s world.
Our members have various backgrounds, such as Geography, Tourism,
Photography and Education, but were brought together by our love for nonformal education and various forms of participatory theatre, such as Labyrinth
Theatre, Image Theatre and Theatre of the Opressed. Some of our members
had the privilege of participating in the first Labyrinth Theatre performance in
our country and pursued the methodology in a learning by doing approach,
while participanting in its dissemination in Romania and abroad.
Over the years, we developed and have been partners in many projects
with a strong social impact. We collaborated with several associations on a
national and international level, sharing and creating non-formal education
tools for social inclusion and awareness on topics such as social exclusion, hate
speech, gender stereotypes, racism, homophobia, and more.
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LIVING LIBRARY
STEP BY STEP
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WHAT IS A LIVING
LIBRARY?
A living library (called LL henceforth) functions just like any other regular
library. One can borrow books in order to read them for a set amount of time,
but with one important difference: in a LL the books are people, and the act of
reading is, in fact, a dialogue.
The books in a LL are people who have unique life stories or that have
certain exciting pieces of knowledge and who share them by interacting with
the users through interviews and dialogue. In order to be a Book one does not
have to be a recognised eminence or savant, but use their knowledge and life
experiences and share them to other inexperienced and curious people: the
readers. We all are potential books and potential readers.
The living library is a cultural and educational project that aims to provide
people with knowledge and experience in a pleasant, direct, and participatory
manner. It is a project of dynamic knowledge which advocates for the
investigation and discovery of new facets of a proposed theme starting with
personal experiences and interests. Its main objective is to promote a
constructive and interpersonal dialogue between people who, under normal
circumstances, would never have the opportunity to speak to one another. This
is how a LL helps to prevent ignorance, prejudices and stereotypes effectively
by using the experience of others.
This innovative methodological proposal took place for the first time in the
year 2000 in Denmark, organised by the Human Library Organization to
tackle issues such as xenophobia, prejudices, and stereotypes and has
developed ever since based on this ideal. The Council of Europe has been
promoting this educational instrument starting with 2001 and has published a
practical guide for organising it entitled: “Don't judge a book by its cover!”,
which helped the development of the LL in many different directions.
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Human Library Organization gathers all data on LLs: detailed information
and answers to frequently asked questions, examples of Living Books and
organised Living Libraries, as well as schedules of ongoing LLs in different
countries.

BEFORE WE BEGIN:
Explaining the concepts
Before going through the step by step explanation of how to organise a
LL, let's clarify the terminology:
LIVING BOOKS (LB): are those people with specific knowledge and
wisdom resulted from their own life experience and/or who throughout
their life have been confronted with prejudices and stereotypes.
READERS: are basically all the people willing to spend time talking to
someone else, challenging their own prejudices.
LIBRARIAN(S): the organisation’s staff who deal with the living library.
READINGS: the conversations between the living books and the
readers, in a fixed amount of time.
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AN ADAPTATION
Living Library as an instrument
for intergenerational dialogue and
promotion of the intangible
cultural heritage
SOCIO-CULTURAL CONTEXT
Galicia is a region located in the north-west of the Iberian Peninsula, an
autonomous community in Spain, recognised as a historical nation because it
has distinctive elements such as history, collective identity, culture, and
language. It possesses its own vibrant cultural intangible heritage, recognised
by all citizens inside and outside its borders. Unfortunately, this heritage is
enormously fragile because, in today’s increasingly globalised world, its validity
is decreasing as the intergenerational chain of transmission is broken, and
mass culture increased, and as such its importance and relevance are
nowadays questioned. Measures to increase its value and reclaim its validity
are therefore urgently necessary, in order to guarantee its durability and to
build a more localised community, one that is more aware of the potential of
this rich and diverse cultural heritage.

Given this context, one of Xandobela’ missions is to develop educational
and socio-cultural actions aiming at promoting the Galician cultural intangible
heritage among its citizens through a participatory and empirical approach,
driving an intergenerational dialogue. Among the numerous actions the
organisation has developed, the LL has become a fundamental method for
Xandobela due to the positive and significant impact it generates on the
participants (books and readers), the institutions that promote it, and the
collaboration networks that appear within the local community.
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PREVIOUS EXPERIENCES
Although LLs have appeared and developed to face issues related to
xenophobia, and social prejudices and stereotypes, Xandobela has concluded
that this instrument that facilitates interpersonal dialogue (given the
experience Xandobela developed during almost a decade of implementing it)
has multiple and practical applications if used in diverse socio-cultural and
educational contexts.
In actuality, given the local reality described in the above section on the
socio-cultural context, the Xandobela team has identified several needs relating
to the promotion of the Galician cultural intangible heritage. These needs can
be approached by designing and developing LLs. As a result, the organisation
used LL because:
it contributes to the protection of the Galician cultural intangible heritage
(henceforth called CIH), which is presently on the verge of extinction;
it facilitates the intergenerational dialogue ever more scarce in our
present society, which in turn shows the benefits of recovering the chain
of direct oral communication;
it fights existing prejudices around the Galician tradition and culture,
helps eliminate the perception that tradition is something outdated,
static, and useless in the present, by rediscovering and recapitalising its
potential.

Starting from an analysis of the current
needs in the area, the first LL in Galicia was titled
”Living treasures”. According to UNESCO
criteria "living treasures" are people who to some
extent maintain the memory and knowledge of a
specific aspect of the CIH. The people that acted
as living books in the LL were all "living
treasures" identified following five domains of the
CIH as specified by UNESCO. The invited readers
were pupils of middle schools from Vigo, with
each LB receiving a suitable title and summary.
The readers chose three Books which aroused
their interest the most and, during four mornings
of February 2011 approximately 800 young
people from Vigo came in contact with 12 genuine living treasures at the
museum Verbum_Casa das Palabras. To their surprise, the youths realised the
books lived in fact in their neighbourhoods.
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According to the definition provided by UNESCO at the
23 General Conference and materialised in the Convention
for the protection of CIH:
rd

“Human living legends are people who possess the best
knowledge and precise techniques for the interpretation and
recreation of certain elements of the CIH.
CIH includes the inherent practices and expressions, together with
the techniques, knowledge and values that communities and groups
of people recognised as an integral part of their cultural legacy. This
legacy is transmitted from one generation to another, mainly orally. It
is continuously recreated as a response to the changes in the social
and cultural environment. It instils a sense of identity and continuity
in individuals, groups of people and communities, and as such is a
guarantee of their durable development.
CIH manifests itself, especially in the following domains, with the
observation that the facets of CIH can belong simultaneously to more
than one of such fields:
a)
oral traditions and expressions, including language itself
as a tool of CIH dissemination
b)
arts
c)
social practices, rituals and festive events
d)
knowledge and practices related to nature and the
universe
e)
traditional artisanal techniques”.

The clear objective of the LL organised in Vigo was the community of
young people, for two very important reasons:
the dissemination and transmission of traditional culture and CIH not in
the form of a component that may seem outdated and foreign to young
cohorts, but as an element alive and attractive. In a world, more and
more globalised culture reaches the adolescent public through channels
that standardise it. The cultural contents tend to become homogenous,
and by consuming culture en-masse, we lose the perspective of the local,
of what actually define and identify concrete culture.
The transmission of traditional culture and CIH are questioning the
stereotypes that equate the traditional with the rural, archaic, and
outdated. During a vital stage of growing and training such as
adolescence, it is imperative to introduce reference points that support
the development of critical and analytical thinking. Through LL, the
adolescents were presented with references about traditional culture and
CIH that go beyond these stereotypes and implicitly and explicitly
question them, enticing their curiosity and interest while also acting as
inspiration.
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The LL methodology proved its capability and usefulness in reaching these
goals and has the advantage of participative and comprehensive experiences,
the direct dialogue with the Living Books, the confrontation of possible
prejudices the readers may have.
Another important aspect of this project was the transfer of these cultural
actions to the educational domain/level. This dialogue between culture and
education allowed us to create and explore extremely important and essential
synergies:
cultural content with a strong social component should be undoubtedly
introduced to the adolescent public
a dialogue is created between the school curriculum and the cultural
content, so both experience and learning are entirely significant
a cooperation network is created between cultural, educational, and
social agents. Furthermore, because they have a significant relational
and social capacity, the global impact is more substantial, and we take
advantage of the multiplying effect of both domains.
The result was a wonderful one both for the “living books” who felt
listened to and cherished and for the “readers” who discovered and
appreciated the “living treasures” and what they transmitted. This first LL
earned the first prize in the local phase of the First Contest of Social Education
Projects “Memorial Toni Juliá” and the second prize in the national phase; at
the same national level several articles were published in magazines and
invitations were received to share this experience in numerous professional
forums dedicated to social education and cultural presentation.
Once the LL proved its validity and efficiency in answering the sociocultural needs in promoting the Galician CIH, Xandobela continued to bank on
LLs, and from that first experience to present-day, the organisation organised
more than a dozen LLs.
Worth mentioning are the three editions of the “Tesouros vellos para
xente moza” (“Old treasures for young people”, paraphrasing the title of a
book of collections of literature on Galician oral traditions) LL, which took place
at the Galician Village Museum, the most relevant Galician ethnographic
museum, where the invited readers were the citizens of Santiago de
Compostela
The catalogue of living books created for this occasion included two types
of profiles. On the one hand, the books were meant to disseminate and
recapitalise CIH by facilitating the intergenerational dialogue by its
transmission orally, there were the “living treasures”, which we reiterate is a
term created by UNESCO in order to designate people that have a high level of
knowledge and abilities necessary to act on or recreate specific elements of
CIH.
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On the other hand, in order to show the concept of living legacy and reject
the idea that it is obsolete, we invited books with inspiring experiences of how
tradition can be a source of modernity. An illustrative example for this type of
profile is Elena Ferro, the third generation of artisans producing sabots (clogs),
traditional Galician footwear, doomed to disappear as new, more efficient
materials were invented. However, her proposal to update this type of footwear
has found its way into society, as they rediscovered the sabots’ usefulness and
extended their use again. The sabots, associated in the past with poverty, have
now succeeded in parading on fashion catwalks worldwide and this proposal
has earned among several recognitions, the 2019 national craftsmanship
award. It managed to save a disappearing commerce niche and destigmatised
this traditional element, which people now wear proudly and with which they
feel a positive cultural identity. Another example is Celso Fernández Sanmartín,
a storyteller who dedicated his life to collecting the rich and diverse Galician
oral literary tradition, by directly learning from the oldest informers not only
legends and stories but something that we think is even more important, the
narrative techniques used to transmit them which are generally inherent to
most people that have grown up without a television set in their homes. Up to
present day, Celso continues to learn from the elderly, visiting in the same time
the entire country and peninsula narrating what he learnt to the public of all
ages, thus proving that orally transmitted literature is timeless and that is the
reason it has resisted through the ages. His great success comes from the fact
that he managed to interiorise the method the elderly use in storytelling and
made it possible for the new generation to discover, capitalise, and identity
with this heritage asset, which they previously considered outdated.
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The public had the opportunity to not only learn about heritage elements
of their culture directly from the mouths of the “treasures” but also discover
examples of good practices regarding the way of recovering heritage assets
and updating them, which is so necessary nowadays.
It also was a process that made possible the consolidation of the Living
Books’ self-esteem, who felt listened, and appreciated, and that the
transmission of their knowledge was encouraged.
See the video summary of the “Old treasures for young people” LL

These examples serve to illustrate the manner I which this library was a
precious tool, not only for the dissemination of the oral and literary tradition
through any distances and extensions, but also to promote its oral
transmission forward.
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HOW TO ORGANISE A
LIVING LIBRARY?
Steps to follow

1
CHOOSING THE CENTRE OF INTEREST
First of all, an analysis of the areas’ reality needs to be made in order to
identify the needs that an LL could address. During this stage, we should
identify a subject unknown to the community which we want to reveal and/or
to identify the exiting prejudices which we want to eliminate.
Defining the centre of interest of an LL makes it possible to create the
specific objectives that we intend to achieve. Please be advised that similar to
any other educational or socio-cultural project, these objectives must be
formulated clearly, concretely and without ambiguity; they must be
measurable, observable, and tangible but be real and achievable.
It is important to allow as much time as needed for the process of writing
these objectives for three essential reasons:
Defining the objectives will help a lot guide the process of decision
making when designing the LL;
The objectives will serve as an evaluation and control tool when
analysing the results;
The objectives are useful when communicating and presenting the
project to external agents and help increase its value. The general
objective that any LL searches for, no matter its centre of interest
and where it takes place, is to promote constructive dialogue which
questions exiting stereotypes, to contribute to the elimination of
prejudices, to elaborate a personal story and opinion in accordance
with human rights and dignity. As such, when establishing the LL’s
centre of interest, it is essential, as we already mentioned, to start
from knowing and analysing the local reality, as this makes it
possible to determine the specific objectives of the initiative, taking
into account, in addition, its relevance, feasibility and congruence
with the daily/normal activities of the organising and/or promoting
or collaborating entity(ies).
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In this case, of the centre of interest is more specific and the planned LL
aims to facilitate the elimination of existing prejudices and stereotypes about
CIH, first and foremost it is necessary to identify and analyse what these
prejudices and stereotypes are. Possible existing stereotypes include:
Stereotypes about the invalidity and uselessness of these cultural
components, their obsolesce and archaic character;
Stereotypes around the people that possess such cultural knowledge as
being old and uneducated;
Stereotypes around the places and contexts they exist in as rural and
lacking technology.
If the LL will be very specific, will target a specific area of the CIH or will
answer to an explicit need/request coming from the organising entity, possible
promoting or financing entities, a further deep investigation must be made,
alongside an in-depth and complex analysis of the existing stereotypes.
Certainty other prejudices and stereotypes will appear, and they must be
emphasised because they will not only contribute to establishing specific
stereotypes for the initiative but will also, as we stated above, guide the search
and identification of future Living Books and will help choose the public so that
they become susceptible readers.
In any case, when organising an LL, with a general objective concerning
CIH and the stereotypes and prejudices around it, we should accept the
implicit commitment of reaching and achieving other objectives as well:
Increasing the visibility of CIH richness and diversity;
Capitalising the CIH and its carriers;
Encouraging to build and generate knowledge around it and motivate the
public to continue to discover and explore it.

2
IDENTIFYING THE READERS
(PUBLIC)
We must identify to whom the LL addresses, who are those that will
receive certain knowledge and/or confront specific prejudices. They can be the
general public or a specific group depending on their age or living context. This
decision will be decisive for the identification of the Living Books as well as the
location for the LL.
It is recommended that this type of action be always aimed towards a
public older than 14-15 years, considering that self-knowledge and information
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about the surrounding reality, ability to reflect, active listening, criticism,
constructive dialogue, and meaningful learning appear and develop to a higher
degree starting with adolescence.

3
SELECTING THE LOCATION
There are infinite possibilities for this, considering that the most important
condition for a LL to exist is for people to meet each other, it is thus possible to
organise one almost anywhere. However, depending on its proposed
objective(s), some places will be more advantageous or disadvantageous than
others.
A LL can be classified as a large public event, for example, similar to a
festival, which will help towards its dissemination and visibility, as it has the
capacity to reach a wide and varied audience, although it is difficult to predict
its number of readers and monitor the impact generated in them.
A LL can be organised as an isolated event that takes place in a real
library, in a school, a museum, a market, etc. or any space that meets the
specific material and spatial requirements; and it is, of course, accessible, safe,
conformable, and attractive for the target group it addresses. This option can
infer a more considerable effort on the part of the organisation when it comes
to advertising and convening the reading public, although it can be beneficial
to direct the appeal towards a specific group depending on the LL centre of
interest and objectives: students from the surrounding schools, people that
use cultural and/or social “instruments” in the area, etc. This makes possible a
more serious follow-up in order to evaluate the impact generated by the
participants in their quality of readers.
If the LL takes place outdoors, when choosing the location, it is important
to consider the weather and to ensure the availability of the necessary facilities
for the proper development of all activities and especially those that will ensure
the well-being of both the books as well as the readers.
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4
DECIDING ON THE FORMAT AND
OTHER FORMAL FEATURES
During this stage, we must define the organisational, technical details that
best suit the set objectives. The decisions that must be taken refer to the type
of meetings that best suit the idea of the LL, the length of the LL itself, the
length of the readings, number of readers, the ratio of readers to readings,
number of readings a reader can select, etc.

OPEN OR FOCUSED CALL
We can create an open call, addressed to the general public for a set place
or date or call for a specific group to visit the LL, which targets a certain type
public as readers (schools, neighbourhood library users, etc.)
The first option is more democratic, although it requires greater efforts
regarding advertising, and dissemination of the event because there is the risk
of having no public due to an inefficient advertising campaign. This type of call
is recommended when the LL is part of the schedule of a larger major event
(festivals for example) or part of specific cultural action campaigns such as
cultural weeks, monographic cultural programs, etc.
The second call option is very interesting, especially when trying to reach
a specific group of individuals. It also allows for previous and subsequent
actions with which to increase the educational potential of the experience.
Each of the two formats has specific features

OPEN CALL (LL at festivals, for example):

Public call in a limited time and space;
Number of readers is unknown;
Living Books catalogue cannot be made public in advance;
Selection of the readings will be made during the LL, and in the space, it
is organised;
The library’s staff actions (training, informing, management of the
readings) occur while the LL is carried out.

FOCUSED CALL/LL SET UP (with schools, for example):
A specific group is called;
Registration is done prior to organising the LL;
Living Books catalogue is made public in advance;
Selection of the readings is made in advance;
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Readers usually book more than one reading;
The schedule is fixed and inflexible;
The library’s staff actions (training, informing, management of the
readings) occur before the LL is carried out.

A MIXT FORMAT:
A combination of a focused call and an open call;
Living Books catalogue is made public in advance;
Some selection of the readings is made in advance, and some will be
made during the LL, and in the space where it is organised;
Readers usually book more than one reading;
The schedule is fixed and inflexible;
The library’s staff actions (training, informing, management of the
readings) occur before and during the LL.

NUMBER OF LIVING BOOKS AND READERS THAT CAN BE
RECEIVED
This number will be determined by the number of readers that can
participate in each reading and this, in turn, will be determined by their
content: if a reading’ content is private and personal it is recommended that
the reading be individual; if the content does not require intimacy offering the
reading to a group can have advantages because for some people this can be a
less intimidating medium which can favour interaction with a book thus
achieving the aim of the LL.
The number of people that for the group participating to a reading of a
Living Bok in the same time and space should be sufficient as to encourage
participation but should also consider that the available space is able to allow
this, as such the group should not be larger than 8 to 10 people. This shared
reading option allows for a larger audience to be reached in less time.
The number of living books will correspond to the reading public while also
considering whether the readings will be individual or in groups. If the reading
public is interested in the subject, we must calculate how many books we will
need and how much time in order to satisfy its curiosity. One can also inverse
the decisional chain, especially if it’s an open call: first, choose how many
books will be available and then calculate how many readers can be hosted.
The order of decisions will also be conditioned by the nature of the origin
of the proposal (if it answers an explicit need or request of a possible promoter
and/or funder or if it is a self-managed initiative of an organisation), and as
such things that will have to be considered for designing and developing a LL
include: organisational, technical, and financial resources.
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LENGTH OF LIVING LIBRARY
The decision of how long a LL can be must again consider a series of
interdependent factors: number and availability of books; the number of
desired readers; availability of financial, organisational resources, available
locations. A LL can take place during an entire day, half of a day, on every day
of a week, or certain days over a month. Most importantly it is necessary to
ensure the well-being of the participants, as such it is convenient to find a
balance between the effective use of the available time and the level of
exhaustion of the Living Books and the library’s staff.

NUMBER AND LENGTH OF THE READINGS
The length of the readings will be determined by the format of the LL
depending on the availability of the Living Books and the space in which the LL
is organised.
In order to calculate the period of time best suited for each case, one
must assume that the time necessary to start a conversation, but not long
enough that the topic is exhausted. It is recommended that the readings last
between 30 minutes and one hour. However, in an open call LL, the possibility
to stop a reading when the conversation is exhausted must exist.
Depending on the length of the readings, regardless of whether they are
individual or in groups, the number of books, readers and duration of the LL,
each participant will have the opportunity to consult a set number of books.

BUDGET
The budget necessary for developing a LL largely depends on the decisions
made during the previous step: the more LB and readers willing to participate
the lengthier the LL will be and as such the more significant the budget. Also,
please bear in mind that for an open call LL a specific part of the budget must
be directed towards its promotion and advertising.
In any case, regardless of the type of financing for the LL and whatever
the technical decisions defining the LL, this activity requires funds for the
following expenditures:
Insurance as required by the legislation of each country;
Inventory materials: tables, chairs, computers, mobiles, etc.;
T-shirts and visual elements for identifying the LL, such as roll-ups and
other advertising mediums;
Transportation: financial support for travel necessary for the LB and
library staff.
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Promotional and advertising materials and services (essential if the LL
has an open call): designing the graphical identity of the activity (logo,
motto, etc.), brochures, billboards, advertising on social networks and
mass-media, banners, websites, etc. It is recommended to promote the
action in the press as well. For an open call LL one efficient way of
promoting the action is to organise an advertising team that distribute
promotional materials (brochures, leaflets, etc.) to people on the street;
Administrative materials: catalogues, readings registers, reading cards,
questionnaires and evaluation materials, etc.;
Usual facilities for organising a LL: phone, electric network, internet,
etc.;
Transportation of the organising team: availability of means of
transportation, travel expenses;
Hospitality, protocol, catering, meals;
Time devoted by the organising team to the preparation, organisation,
development, and evaluation of the LL.

5
IDENTIFYING AND SEARCHING FOR
THE LIVING BOOKS
Once a decision is made regarding the number of LB that will make up the
LL and the profile of the potential reading public, the search for books must
begin according to the criteria required for achieving the proposed objectives.
According to the centre of interest of the LL and analysis of the
stereotypes and prejudices identified during the first phase, brainstorming
sessions could be organised for possible LB: persons that through their life
experiences can disseminate certain knowledge and/or can eliminate the
identified prejudices. The selected profiles will form the literary catalogue that
the LL will offer and which, similar to a real library, is the most important
resource. Enough time should be spent in reflecting and debating the selection
of the LBs that will make up the catalogue, thus assembling a quality literary
collection that can resolve all the identified needs.
A useful and practical starting point for designing and developing a LL
focused on addressing stereotypes and prejudices related to CIH, could be
following the categories indicated by UNESCO and presented above.
The selected profiles could be searched starting with the networks of each
individual of the organising team, as well as through institutions, associations,
or other entities active in the domain of interest. For example, if we are looking
for someone with experience in popular crafts we can investigate if, in the
area, there is a crafts association or a fair, if a workshop on this theme was
organised and by whom, if the grandfather of your partner’s neighbour is a
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craftsman, etc. In order to identify a possible living book, one just has to pull
on a thread, and one contact will lead to another until the right profile is found.
Depending on the context of the LL “dictionaries” could exist; interpreters
who can help overcome linguist barriers.

How to locate an informer that can possibly become a living
book?
in the familial setting and among friends: negotiations are more
straightforward and more direct;
through associations, institutions, and organisations that are active
in a domain of interest for the LL. It is necessary to investigate and
analyse the reality of the centre of interest of the LL in order to
discover and contact the people and/or organisations that can
support the search and identification of the Living Books;
a known person or a “connection”: a relative and/or neighbour of
the informer.

6
INTERVIEWS OF THE LIVING BOOKS
AND COLLECTING INFORMATION
When first contacting a LB it is vital to communicate in a clear and
appropriate language about the LL, and to specify the conditions for
participating, and to ensure the fact that the LB fully understands what the
organisers expect from him/her.
Once the potential LB guarantees they absolutely understand the above
mentioned, with their agreement, the necessary steps for their participation in
the LL will be detailed. It is important to communicate clarity and honesty from
the beginning in order to create a clime of trust.
The unstructured interview that follows will:
Collect information about the topic of the LL that that person can
transmit. The Living Books should be authentic and present a real,
personal, and significant experience.
Find anecdotes or keywords that can help find the titles and summaries
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which will be detailed in the following sections.
Follow if the LB’s speech can adapt to the desired profile. It is advisable
to avoid Living Books that may promote behaviours or attitude
questionable from an educational or ethical perspective, as well as
people that intend to use their role as a Living Book to promote their
own interests, outside the LL’ objectives.
Test the capacity to communicate as a LB. In order to do this, the
interviewer can openly say that during the interview, they will play the
role of a possible LL reader, in order to evaluate the LB answers.
It is recommended mentioning that the interviewee’s participation to the
LL as a LB depends on other external factors, not necessarily on that
discussion/decision alone in order to allow for the elimination of that person, if
(s)he does not meet the requirements, without hurting his/her feelings.
It is also useful that the interview is recorded, with the prior consent of
the interviewee, so that the participants can focus on the conversation and not
on taking notes.

RECOMMENDATIONS FOR THE INTERVIEW:

Before the interview / how to prepare it:
Preliminary documentation and information are essential: bibliographical
research, asking people, consulting websites; research about the
interviewed persons as well as the topic of the discussion.
Prepare the questions: the more general first, and then the more
personal specific ones.
An excellent way to create a comfortable and trusting environment is to
talk about a specific topic or a general conversation (small talk). Even if
the starting topic of the conversation is not of interest, this method is a
good icebreaker.
Do not limit the conversation to the pre-designed questionnaire and do
not be obsessed with it. The conversation can continue in completely
different ways and on completely different topics than initially planned.
The conversation must be allowed to flow, and one must know when to
redirect it towards the topics on interest.
If two people direct the interview, it is crucial they do not overlap: one
person can conduct the interview, and the other can take notes of
complement the interviewer.
Become accustomed to the type of recording device used during the
interview. A digital recorder is a perfect option; for example, the ones
that all smartphones have incorporated nowadays.
Try to accommodate the informer in matters of time and location when
setting up the interview.
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During the interview:
Ensure that the space the interview will take place in is comfortable,
cosy, warm and that there is no phonic pollution and not prone to
interruptions.
Place the recording equipment in a manner that does not intimidate the
interviewer, ask permission before.
Behave in a friendly, cordial, simple manner: laugh with the informer,
your posture (non-verbal language) should show that you are interested,
stay close to the informer but do not invade his/her personal space, use
a simple and practical language.
Focus on the person you are talking to, do not play with the equipment,
do not use your phone, maintain eye contact.
Ask the name, place and date of birth as well as general data about the
informer before going to questions on the topic of the LL.
Do not ask too many questions, no not interrupt and do not overlap with
the informer. Give him/her space and do not fear silence.
Do not manipulate the interview.
Remember that at this stage, the most important thing is the informer’s
point of view, so avoid talking about yourself or constantly share your
opinion. That being said, it is sometimes useful to share your opinion
outside the recording in order to seek complicity with the informer.
Do not create questions as affirmations (this is a common way of
manipulating the conversation). Do not ask “Tic tac toe is played like
this, isn’t it?”, instead ask “An what exactly is this Tic tac toe?” “A
game?” “How do you play it?” (even if you already know the game and
how to play it).
The first interview should not be longer than one hour, as the first
meeting serves only to talk in general terms about the topic. A second
meeting, once trust has been obtained in both directions, will surely
provide more significant and relevant information.
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Additional advice:
No recording will be done without the consent of the informer. The clear
written consent must be obtained from the interviewed person, and the
manner in which the recording will be made and whether or not it will be
made public must be clearly stated, everything will be done according to
the legislation regarding the protection of personal data.
After you leave, do not forget about sending the informer a type of
feedback: a follow-up message, a photo, a copy of the interview, etc. so
that (s)he feels involved.
We recommend you bring a treat/present.
In order to save and archive the recordings, it is recommended to use a
regular computer and create back-up copies on an external hard drive
and virtual tools (the cloud, for example). It is important to use
passwords both for all your devices as well as any storage instruments.
Categories could be crated for archiving the recorded interviews:
informers, topics, CIH domains, keywords, etc.
Transcribing an interview can be very interesting, but also very laborious,
so it is recommended that we listen to it first and write down the key
moments of the conversation and point out the content of each section in
order to facilitate and accelerate direct access at a subsequent
consultation.
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7
FROM REGULAR PEOPLE
TO LIVING BOOKS
In order to transform a regular person into a LB it is necessary to create a
title, because, although its content is biographical, everything is done from the
anonymity of the representation of the message that has to be conveyed. The
title each LB receives must meet three criteria: it must be representative for its
content, the author must be perfectly reflected by it, and must be as attractive
as possible in order to attract potential readers.
It is recommended that each title comes with short summaries that also
respect the three conditions mentioned above. In developing the summary
remember that, similar to a physical book, it has to offer an overall image of
the book, so that the potential Reader can form an idea about what they are
about to read, but also contain a certain spark that challenges them to
continue reading. The summary can be created so that it raises interesting
questions to be addressed during the reading, or can emphasise the
confirmation or information of prejudices. The style of the summary will
depend strongly on the type of public the LL is targeting.
Guidelines for creating the title and summary:
Create a list of prejudices that you want to inform/fight;
Draw inspiration/play with or paraphrase titles or quotes from famous
literary or cinematographic works, songs, proverbs, memes;
Use interesting anecdotes or keywords collected during the interviews;
they will serve as the thread to pull in order for the interesting content to
come to light.
The titles and summaries of the Living Books in the LL will be the first
thing the potential readers come in contact with (especially if the LL has an
open call where many people can go and browse through the catalogue,
without guaranteeing they will also participate). Consequently, it is essential to
consider the fact that they become powerful elements for advertising and also
function as attraction tools, bearing the responsibility for the success or failure
of the LL through the participation rates. In order to try and guarantee the
efficiency of the motivation message and the advertisement of the catalogue
itself, it is also recommended that the texts are short and the language used is
simple and accessible to everybody. Similar to physical books a good cover is
an efficient marketing tool, as such images can accompany the title and
summary with a layout and composition that follow the three conditions stated
above for the title and summary.
The LB can also be invited to offer their own proposals for their own titles
and summaries, with this process being a collaboration between the books and
the librarians. In any case, the LB must feel comfortable, reflected in the final
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product and to approve of it.
There is a possibility that a book has two authors: two people, due to their
shared history, can develop their readings together; more people can be
representatives of the same title and can share their stories in turns; for
example, under the title “Everyday cooking” there can be several “copies” of
“cooks” that can be read.
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8
TRAINING LIVING BOOKS
Ideally, this process should be done in a face to face session with all the
living books, especially if this will their first experience of this kind because
besides giving them the possibility of knowing each other beforehand, it would
be a good opportunity to share their fears, insecurities, doubts, and advice.
If this is not possible, you must ensure that all this information reaches
the LB either through a videoconference, a phone call, e-mail, etc. or a
combination of any of them.
A written document that contains clearly and concisely all the information
must be created and attached to any form of communication with the LB.

Information that must be provided should include:
A short reminder of what a LL is and what its objectives are;
An explanation of what are the expectation from them as LBs;
Technical information: date, lengths, schedule, location, etc.;
A detailed explanation of the dynamic and development of the activity
and the established warning instructions (signs that the LBs and library
staff will make for example to mark the end of a reading, or to mark any
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needs they have, as they appear);
Indicate what their rights and duties are, as well as what the readers’
rights are. Here are some examples created by Xandobela:

Living Books have the right to:
Say “no”, “I do not want to talk about that”;
Not know;
Feel comfortable at all times;
Stop the conversation if they consider it necessary;
Ask questions at any time during the reading;
Present their opinion and be listened to.
Living Books must:
Conduct the readings in their role as books;
Respect the operating rules;
Contribute to the well-functioning of the LL;
Respect the readers;
Answer questions, as long as they are formulated respectfully and
an answer is expected;
Not have any prejudices and stereotypes;
Inform the library’s staff about any eventual complications.

Resolve all the doubts, questions and fears the Living Books may have;
consolidate their safe esteem and transmit calm. Inform them that the
organising team will be available to them during the entire process, as
such they should hesitate to ask if they have any question at any point of
the process.
Emphasise that the library staff will permanently be aware that the
activity must be carried out correctly, and that both the Books and the
Readers should feel conformable and respected at all times. It is their
duty to ensure the adequate progress of the activity and the well-being
of all involved agents, and as such if the LB encounters a problem or
specific need, they should communicate it to the library staff who will be
responsible with solving it.
Provide recommendations based on the experience of other Living Books
in order to deal with their doubts or situations they might face and are
worried about. Many of the most frequent ones can be:
✔ Do I have to act or create/learn a story?
It is not about acting or creating; it is about being yourself, of opening
other people’s eyes using the truth. It is not about creating or telling a
story; it is about sharing our life experience and having a dialogue
about it. As such, it could be useful to write a short scrip, a method of
organising the ideas and stories that will be later shared. Nobody, but
a Living Book, will be able to tell its own story, honestly and openly,
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and listen as carefully as it will: as such, the conversation will flow by
itself. The most enriching aspect of this experience is the reciprocal
learning experience done through constructive dialogue and the fact
that each reading will be different depending on the Reader, and it is
important to mention that even if the LB might feel it to be repetitive
or similar, they should try to treat each Reader as the first person
reading its story. The content of each reading is confidential to the
ones that share it.
✔ How do I break the ice when starting a reading?
You can start by asking why the readers chose this book, what caught
their attention, what did they expect to find.
You can ask the Reader (s) if they ever read any other Living Book
and how was that experience.
You can start with the open questions included in the summary (of
that is the case).
You can bring an object or an image and use that as a conversation
starter.
✔ What should I do if I disagree with the readers?
Both LB and Reader should participate in the activity with an open
mind, have constructive discussions with a respectful attitude because
these are fundamental for the methodology of the project. In the case
when the rights or duties of any of the parts involved have been
broken, if a violent or uncomfortable situation is created, the library
staff must be notified, and they will act as intermediaries.
✔ What happens if I feel sick or need to use the toilet?
The library staff will stay permanently informed about the well-being
of both Book and Readers and will check on them frequently during
the readings, as discretely as possible, by respecting the
confidentiality of the readings without interrupting them; once a Book
informs the staff of its needs, they will be responsible for taking care
both of the reading public and the need that was expressed.
In order to the library staff to complete their tasks, to pass
thorough unobserved and to ensure the fluidity and the intimacy of
the readings it is advisable that they frequently search for eye
contact with the LBs, so both parties are content. Also, certain
signs or gestures should be decided from the beginning for
transmitting any discomfort or needs, technical issues, or to
announce, for example, the end of the reading. .
Also, during this stage information about any needs or requests of the LB
must be obtained, and also all the physical or material aspects that must be
considered during the readings: where the LB will sit, how they will use the
space, materials of objects needed for the reading, any special needs, etc.
It could be necessary that the LB needs to be identified using certain
features: a shirt, a badge, etc. if this happens the LB must be informed, and
their consent must be obtained before proceeding.
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9
READERS AND SELECTION OF THE
LIVING BOOKS FOR READINGS
Revisiting the indications of the first steps, once the target public for the
LL has been identified, the variables that will have to be considered in the
decision-making process of managing the Readers and the Readings are:
The number of available LB;
Who would want to be a reader;
Calculating the number and lengths of readings each participant can
make;
Whether the readings will be individual or in groups. In the second case
the ratio must be calculated so as not to overcrowd the readings (a 1/8
ratio is a preferable one);
Finding the best format for the call (open, focused, mixt) based on
previous experiences.

SYSTEMS FOR CHOOSING THE READINGS
ON THE SPOT

The library staff inform, manage the loaning of books, answer questions,
gather data, manage the catalogues, etc., as the LL is happening.
It is advisable that you create different spaces with different people and
specific functions:
✔ Reception: general information (brochures, posters, etc.)
✔ Management: catalogues, permits, document signing (pictures,
confidentiality agreements, rights and duties of the parts during the
LL).
Specific materials needed for the management of the readings:
✔ Registration form for books available and/or borrowed and their
schedules.
✔ The same form could be printed in a larger format for better and
faster visualisation by the library staff as well as the readers.

Books

Reader

Time of loan

Time of return

1
2
3
4
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THROUGH A WEBSITE/ONLINE PLATFORM:
The informing and training of the public is done in advance, and as such,
it is necessary to prepare clear and didactical documentation about what
a LL is and how the readings are selected (e.g. the platform on
Xandobela’ website, the YouTube tutorial, the written document).
It is more expensive, but if you are organising a focused call with large
groups, this method guarantees the preset ratio of readers.
It is convenient for maintaining a communication system with the
readers (phone, e-mail, etc.)
must produce the signed declaration agreeing to the processing of
images and data, and the Reader must be informed about the LL’
confidentiality policy
Specific materials needed for the management of the readings:
✔ Matrices with timetables, books, and number of readers per reading.
✔ A loan form with all selected readings should be created for each
Reader.

THROUGH AN ONLINE FORM
The informing and training of the public is done in advance, and as such,
it is necessary to prepare clear and didactical documentation about what
a LL
It is a cheap, accessible, and fast system, so it can be suitable for
focused calls and large groups. The major disadvantage is that the form
does not automatically close when the desired readers/reading ratio is
met, as such the organisers must continuously track the answers and
manually close the reading seasons where the desired number of readers
has been achieved.
It is convenient for maintaining a communication system with the
readers (phone, e-mail, etc.)
must produce the signed declaration agreeing to the processing of
images and data, and the Reader must be informed about the LL’
confidentiality policy.
Specific materials needed for the management of the readings:
✔ Matrices with timetables, books, and the number of readers per
reading.
✔ A loan card with all selected readings should be created for each
Reader.
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THROUGH E-MAIL
The informing and training of the public is done in advance, and as such,
it is necessary to prepare clear and didactical documentation about what
a LL.
It is a cheap and accessible system, but it is not fast and requires direct
contact with each Reader. It can be combined with any other type of
system, especially if you choose a mixt type of call.
must produce the signed declaration agreeing to the processing of
images and data, and the Reader must be informed about the LL’
confidentiality policy.
Specific materials needed for the management of the readings:
✔ Matrices with timetables, books, and the number of readers per
reading.
✔ A loan card with all selected readings should be created for each
Reader.

MANAGING THE READINGS IN LIVING LIBRARY
Training: duties and rights of the readers. It is recommended to have a
document with all this information to be given to the Readers. It is also
important to have this in the administrative section (organised in situ)
and also include it in the general presentation and welcome to the LL.
Authorisation for data and image processing
Plans (if necessary).
Loan cards.

45

Readers have the right to:
Ask questions freely, as long as they are respectful;
Be listened to;
Ask questions at any time during the reading;
Be treated with respect.
Readers must:
Register for the LL and ask to read a LB following the technical
specifications of the LL in terms of length, number of LBs, etc.;
Return the book in the same condition as they received it;
Treat the LB respectfully;
Accept the LB’s rights.

SPECIAL CASE AND POSSIBLE SOLUTIONS
In case of predetermined groups, for certain institutions, for example, one
of the following situations may appear:
Readers do not know what book to choose;
Readers choose books randomly;
Readers choose certain group readings without really thinking about it).
In order to prevent such cases, it is recommended to collaborate with
mitigating agents (teachers, for example) and, whenever possible, to ask them
to read together with the catalogue during school hours, so as to ensure that
the target group knows the titles and summaries of the available Living Books.
Despite the fact that the LL you organise came with a predetermined
format and prior registration needed, there are Readers that haven't selected
any reading: the catalogue is managed in situ when they arrive, and they are
informed about the available Living Books.
Despite the fact that the Readers have selected their readings when they
participate in the LL they ignore the reservations and timetables. The loan card
is of great help for the library staff responsible for the Readers, because it
allows them to know that LB they have actually chosen and monitor the
Reader’s behaviour.
It is generally recommended to have more than one copy of the LB
catalogue at the reception and administration section of the LL, and that they
are constructed in an attractive, resistant, and easy to use manner in order to
solve any problem that may appear as rapidly and efficiently as possible.
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10
LIBRARY STAFF/LIBRARIANS
The library’ staff must meet certain requirement and must also be trained.
They must have qualities necessary for working in teams: communication
skills, empathy, flexibility, responsibility, and commitment. This must be
accompanied by a pleasant, friendly, decisive and patient character and a
curious and enthusiastic attitude towards the idea of a LL. The librarians must
have in depth knowledge of the LL’ methodology, interest point, objectives,
content and dynamic of the activities and must also know very clearly their
own roles. The number of staff necessary for each LL depends on its size; their
duties are generally those of implementing the rules of operation of the
activities and ensure the proper development of the LL while also tending to
the needs of all involved agents. It is recommended that the staff team is
divided into three groups according to their specific functions: tending the LBs,
tending the Readers and general Administration, and general coordinating of
the activities.
During the LL the librarians that will tend to the LB section will have the
following functions: to take care of them, to tend to all their needs, to ensure
that they are comfortable during the event. They must be aware of the good
development of the readings, without getting involved and intervene only when
necessary. If you organise a face to face training with the LBs, the librarians
should also participate. In any case, there must be a time allocated before the
LL where the librarians and the LBs should talk and agree on signs, gestures
and communication symbols.
The staff responsible for the Readers will have to assist them and solve
their doubts, guide them in the space, help them with whatever they need and
follow their behaviour.
The staff responsible with administration will have to manage
reservations, solve any incidents that may appear, deal with the public and the
mass media, and also all other aspects related to logistics.
Although divide into three groups according to their specific roles,
everybody must communicate and cooperate continuously: daily meetings or
instant messaging could be used for discussing and preparing for punctual
events from past LL.
Giving a different and visible code to each of these three groups, like for
example colour coded t-shirts, can help a participant to know whom to contact
and as such facilitate rapid and efficient problem-solving.
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11
SPACE MANAGEMENT AND
DISTRIBUTION
Regardless of where the LL is organised, there have to be four welldefined areas:

RECEPTION/ADMINISTRATION
This area is where all people approaching the LL is greeted and where the
administrative staff/librarians fulfil their duties.
It should contain copies of the Lb catalogue, written information on the
activity, as well as relevant information that the Readers should know
(activities’ dynamic, functioning rules, duties and rights, authorisations for data
and images processing, blueprints of the LL, in necessary).
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SHELVES/READINGS AREAS
Shelves or the spaces where the LB will be located must meet these
criteria:
Must
be
sufficiently
isolated
that
it
guarantees
the
intimacy/confidentiality of the readings, but allow for its supervision by
the library staff.
Must be configured according to the spatial and material needs of the LL
that will occupy it.
The atmosphere must be pleasant, the furniture comfortable, and water
must be available at any time.
They should be tagged with identifying elements as reading areas.

COFFEE SHOP/RESTAURANT
You should also organise a separate area with food and drinks both for the
LB and for the librarians to use during breaks.

FEEDBACK AREA
This area should constitute the exit from the LL; it offers the public the
opportunity to express their impressions. It should be designed according to
the chosen method of collecting feedback. During the evaluation section,
multiple possibilities are described.
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OTHER ASPECTS REGARDING SPACE
It must be accessible before the organisation of the LL in order to
transport the necessary materials, organise the furniture, and arrange
the “shelves”;
It must have parking spaces nearby and as much as possible free
parking for the LBs and the librarians;
It must be able to anticipate the special and diverse mobility needs of
everybody (special-needs – accessibility, avoiding the architectural
barriers, proximity to essential services for the LL, etc.).

12
EVALUATION
The dimension, intensity, and methodology for the evaluation must be
defined by the organisation during the preparation process and must be
planned for and considered during all the stages of the process. After defining
the evaluation criteria, the appropriate evaluation tools and techniques will be
applied.
In the case of a LL, the evaluation process has two purposes:
Evaluating the event regarding the fulfilment of the objectives
established during its design;
Evaluating the perception of the organisers, of the librarians, the LBs, the
Readers, in order to reflect on the shared experiences and to improve the
methodology for a possible re-editing.

WHAT DATA SHOULD BE COLLECTED?
QUANTITATIVE DATA

How many Readers came, how many readings were done, how long did
they lasted, which were the most borrowed books, and which ones were
solicited the least.
It is also important to collect all mass-media mentions of the event. This
data is relatively easy to collect by the administrative staff of the LL.
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QUALITATIVE DATA
Hereby there are the more effective methods for collecting feedback from
the three participating groups, as experienced by Xandobela:
From the Readers: it is recommended to arrange a space inside the LL
where to collect first impressions, a place where to evaluate their experience in
general and another one, where to evaluate each LB they read individually and
to comment on it. For example, there should be a table on one wall, where to
write an impression about the experience in general and, on another wall,
posters, one for each LB in the LL with their title written on them, where to
rate each LB and comment on it.
It is advisable to develop a questionnaire for a more profound evaluation,
which could be disseminated either at the end of a session or can be sent at a
later date after a period of respite.

Example of an oline questionnaire:
◦ What was the first thing that came to your mind when you found out
about the LL?
◦ Do you like the idea of a LL (on a scale of 1 to 5)?
◦ Please evaluate the information received before the LL.
◦ How was the process of choosing a LB (on a scale of 1 to 5)?
◦ What is your opinion about the LB catalogue (on a scale of 1 to 5)?
◦ What LB have you read? Please mark them (on a scale of 1 to 5).
◦ Please evaluate the performance of the librarians (on a scale of 1 to
5).
◦ Have you learned anything by talking to the LB in the LL? What?
◦ As a result of this experience, has your perception about cultural
heritage changed (on a scale of 1 to 5)?
◦ Would you participate in another LL or would you recommend a LL to
other people (on a scale of 1 to 5)?
◦ Can you think about a title that should be included in the catalogue,
that you consider of interest for a future LL??

From the Living Books: usually, the LB feel an urgent need to express
their feelings; so it is wise to schedule an informal meeting with all the Living
Books at the end of the activity, inviting the librarians as well. It is also
recommended to invite them to read the evaluation and comments left by the
Readers, as stated above. Afterwards, a questionnaire for a more profound
evaluation will be sent.
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Example of a questionnaire:
◦ What was the first thing that came to your mind when you found out
about the LL?
◦ Please evaluate the process from the first phone contact to the first
meeting with the organisers.
◦ Please evaluate the information received before the LL. On a scale
from 1 to 5 (1 - of little use / 5 – very useful). Comments and
suggestions.
◦ How was the process of getting used to the idea of being and acting
like a LB?
◦ How satisfied are you with your summary from the catalogue? On a
scale from 1 to 5 (1 – dissatisfied / 5 – very satisfied). Comments.
◦ What was your best moment as a Living Book during the LL?
◦ What was your worst moment as a Living Book during the LL?
◦ What questions did you receive the most?
◦ How satisfied are you with the space you were offered inside the LL?
On a scale from 1 to 5 (1 – dissatisfied / 5 – very satisfied).
Comments and suggestions.
◦ How satisfied are you about the in situ organisation of the LL? On a
scale from 1 to 5 (1 – dissatisfied / 5 – very satisfied). Comments and
suggestions.
◦ What was your greatest discovery during the LL?
◦ Please evaluate the degree to which the LL can be useful for the
recapitalisation of traditions and cultural heritage. On a scale from 1
to 5 (1 – useless / 5 – very useful). Comments and suggestions.
◦ Please evaluate the degree in which your participation to the LL can
be useful for the re-evaluation of tradition and cultural heritage. On a
scale from 1 to 5 (1 – useless / 5 – very useful). Comments and
suggestions.
◦ Please include any advice you would give a future LB.
◦ How satisfied are you with your own participation in the LL? On a
scale from 1 to 5 (1 – dissatisfied / 5 – very satisfied). Comments and
suggestions.
◦ How satisfied are you of the LL in general? On a scale from 1 to 5 (1 –
dissatisfied / 5 – very satisfied). Comments and suggestions.

From the librarians: if the LL is longer than one day, it is important to have
daily control meetings. It is also important to schedule a meeting at the end of
the LL for which you should prepare a script with criteria to evaluate and data
to be collected and correlated, so as to successfully realise an in-depth
evaluation, aiming to improve the organisation of future editions.
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LIVING LIBRARY:
CHRONICLES

53

LIVING LIBRARY
“LIFE STORIES – CHILDHOOD
MEMORIES”
UNIVERSITUR ASSOCIATION (Romania)

I. CONTEXT
What are our objectives? Centre of interest.
Our initial objective for
experimenting with this method was
to bring the Romanian communist era
into focus and challenge some
stereotypes related to this topic in the
eyes of the younger generations.
However, our social and organisational
context changed completely in 2020
because of the Covid-19 pandemic
and we could no longer meet this
objective, nor reach our intended
target group in a way that we could
consider safe and comfortable for all
parties involved. Therefore, we
decided to focus instead on our own

learning objective: experimenting with
the Living Library method.
Instead of tales about Romanian
communism, we decided to focus on
life stories, particularly on childhood
memories. With the needs of the
entire society altered by the isolation
and hardships imposed by the
pandemic, we decided we would not
only achieve our leaning objective,
but also try to bring our own small
community back together and bring a
small moment of respite by organising
a more personal Living Library.
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Where? Social and cultural context.
Our organisation is based in
Bucharest, the capital city of
Romania, so this is where we
organised the Living Library as well.
Normally, Bucharest benefits from a
very rich and diverse cultural life,
while also being home to the largest
student population in the country.
While planning the event and kicking
off the process of identifying Living
Books, we considered the social and
cultural diversity of our city an
advantage, as it would provide ample

opportunity to find suitable people.
However, the Covid-19 pandemic
brought significant change to our
social and cultural context, with a
particularly negative impact on nonformal education and art and culture
events and institutions. Therefore, we
had to adapt the event to our new
social context at least – a context of
physical and social distancing, where
non-formal education quickly dropped
to the bottom of everyone’s priority
list.

Who? Books and readers – profiles.
Our initial target group of readers
was comprised of the students of the
University of Bucharest, but because
of the pandemic we decided to rethink
it. Instead, we chose our own little
community as the readers - by which
we mean the close knit group of
partners, volunteers and
acquaintances gravitating around our
NGO. These are people from various
cultural backgrounds and professional
environments, so we considered the
target group heterogeneous enough
to give us a fair feedback about the
method.
In order to choose the Living
Books, we once again tapped into our
immediate and extended network. The
communism topic was more
constraining in this aspect, so in
choosing the Books for the „pandemic
edition” of the Living Library we had
to take other difficulties into account
first. This is one of the reasons behind
choosing the Life Stories – Childhood
Memories topic, as it is something
that most people find easier to talk

about than their experience with
communism.
The stereotypes we tried to
address by choosing our Books
referred to the differences and
similarities between generations. To
support this, one Book was in her
early 20s, while the other was close to
retirement. We based our choice on
the premise that the Readers would
assume the Books’ childhood
memories would be different from
each other and from their own, but
they would instead see how similar
they really are, fostering a sense of
togetherness. Another stereotype we
wanted to address was that of the
Digital Native and how „kids born
after 1990 grew up addicted to
screens and the internet”. Instead,
what our two Books turned out to
have in common was a special
connection to nature and animals,
which ended up being the invisible
thread connecting all the Books and
Readers.
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Technical data: calendar & location.
The Living Library and most of
the preparation took place in August
2020.
For safety reasons, we chose to
organise it outside. However, at the
time of our event, the activity of most
cultural institutions was still restricted
by the national health and safety
measures. Given these special
circumstances and because we

wanted exclusive access to the venue,
we made a rather unconventional
decision to have the Living Library in
the back yard of one of our founding
members. This way, we managed to
completely avoid any contact between
the people who participated in our
event and any outsiders, passers-by,
or venue staff.

II. LOGISTICS ASPECTS
Preparation.

Type of Library: pre-arranged
(closed format).
Contacts with local partners: via
email and phone calls.

Selection criteria according to the
centre of interest:
• Age – we were interested in
picturing similarities and
differences between people
belonging to different
generations.
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•

•

•

Experience – we focused on
identifying books which have a
rich life experience,
stereotypical for our target
group.
Availability – we needed to
find books open to collaboration
during the time of the
pandemic, when all priorities
changed.
Proximity – we tried to find
books close to the organisation,
so we could easily meet the
safety requirements.

The process of looking for and
identifying the Books: In order to
choose the Living Books, we tapped
into our extended network of friends,
family, work partners and
beneficiaries. The process, however,
started much earlier, in the autumn of
2019, when we decided to pay extra
attention for any possible Living Books
while we were applying the Heritage
Collection method. We even
attempted some preliminary
interviews during this time, but they
did not bring the desired result.
However, they were part of our
leaning experience, as it is also
important to be able to tell via
interview if a person is not so well
suited to be a Living Book. We initially
identified a couple of Living Books for
the communism related event we
were planning for March 2020, but
later had to restart the process and
settle on different Books for a

Development.

The Living Library itself consisted
of two Living Books who each offered
one session of 30 minutes. The
sessions were held in succession, with
a short break in between. There were
10 Readers in total, who participated

different topic. However, we are
pleased with the fact that we now
have a solid starting point when it
comes to Living Books on the topic of
communism for when we decide to
remake the cancelled event.
Interviews: Our interviews were
open and unstructured. They were all
conducted and later reviewed in order
to write the summaries by the two
members who attended both the
BABEL training in Bucharest and the
Living Library in Santiago de
Compostela .
Catalogue: Two books, both on the
topic Life Stories – Childhood
Memories.
Promotion/call for participants:
The event ended up being a private
one, so we only extended invitations
via phone calls and social media,
using private online groups .
Preparing the spaces: The event
took place outside. We used the same
space for both Living Books, so, given
the topic, we arranged it simply, to
create an intimate atmosphere,
similar to a gathering among friends.
Each Book requested some objects
that would help them tell their story,
which we were happy to provide one book wanted a guitar and another
wanted the Readers to each make a
drawing, so we supplied paper and
pencils.

in both sessions, so logistically
speaking the event was very easy to
manage. The Living Books had never
attended a Living Library before, so
they expressed their desire to be both
Book and Reader, as they were
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curious about each other’s life stories
and about the Reader experience.
The event organisers acted as
Librarians as well, and given the
simplified format we used, the work of
the Librarians wasn’t very
complicated. An hour before the
event, the Librarians arranged the
space and prepared the materials
(paper and pens, GDPR forms, Living
Book and Librarian tags, masks and
disinfectant for everyone present) and
refreshments (water bottle and
individually packaged snacks for each

Evaluation.

We organised three types of
feedback:
1. Feedback for the Living
Books from the Readers and the
organisers, plus a mutual feedback
between the Living Books and the
organisers: this feedback was given
in person, at the end of the event. We

Reader and Book). After this, they
welcomed the Living Books and, in
preparation, had a final talk with each
of them, meant to motivate and
reassure them that they would do
well. When the Readers started to
arrive, the Librarians welcomed them
into the reading space and explained
the safety measures and requirement
for physical distancing. There was no
need for Book selection, since all
Readers had already agreed to read
both Books, in the order decided by
the Librarians.

facilitated this by giving the Books
and the Readers some time to interact
directly (one on one or in very small
groups) after the Living Library was
over, in a casual setting.
2. Feedback from the Readers
through an online questionnaire we
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sent them a few days after the event.
The questions were:
• Have you ever been a Reader in
a Living Library before?
(Yes/No)
• How was your experience as a
Reader during this Living
Library? (scale from 1 to 5)
• Please explain the rating above
in a few words. (open answer)
• What do you think about the
topic of the Living Library and
the Living Books? (open
answer)
• Did the Living Library help you
confront or break any
stereotypes you might have
had? (open answer)
• How would you rate the support
you received from the
Librarians? (scale from 1 to 5)

•

How did it feel to attend an
event during the Covid-19
pandemic? (E.g.: Did you feel
safe? Would you have preferred
an online event instead?) (open
answer)

3. An internal evaluation of
the event, the logistics and the
method. This was an online meeting
that involved only the organisers and
took place a few days after the event.
We evaluated the following
aspects:
• the quality, safety, and impact
of the event according to
feedback from the Books and
the Readers;
• the safety and logistics from the
point of view of the
organisers/librarians;
• the method itself from the point
of view of our organisation.
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III. DEVELOPMENT
Out of all the methods we tested
in the BABEL project, the Living
Library is probably the one method we
spent the most time mentally
preparing. The initial training offered
by Xandobela was extremely
important as a starting point in the
development of our own experiment,
as it prompted us to think carefully
about the centre of interest and
objectives of our Living Library. It was
clear to us from the beginning that
identifying the Living Books was going
to be the single most important
aspect of our process, so we always
kept it in the back of our minds,
keeping an eye out for potential Books
during all of our day to day activities.
Though this might be better suited as
a conclusion, it is an important lesson
we learned about the development of
a Living Library, so we would like to
mention it here: once you embrace
the Living Library as a method you
want to work with on a long term, it
becomes part of your life and enriches
your interactions, by motivating you
to appreciate the people around you
more than before, to be curious about
them and not to take anyone for
granted.
Most of the work involved in
preparing our Living Library happened
many weeks and months before the
actual event. We found that planning
many steps ahead is a very important
aspect in the development of a Living
Library. We tried to do this by paying
attention to identify potential Books,
interviewing them throughout the
year, preparing them, writing their

summaries and checking it with them
to make sure they are happy with the
way we are representing them. This is
something we needed to do with quite
some time before the actual event, in
order to give ourselves time to finish
some of the graphic design tasks,
such as designing the catalogue. For
the semi-open Living Library set for
March 2020 (which we had to cancel),
we calculated our time frame
backwards from the set date of the
event, giving the public at least one
week to sign up online. This meant
the final version of the summaries had
to be ready at the latest 10-15 days
before the event.
Yet another thing that needed to
be prepared in advance were the
feedback tools. We payed special
attention to the online feedback
questionnaire we wanted the Readers
to fill out after the event, as we
wanted this to be promptly sent out
while the experience was still fresh in
their minds.
One thing we didn’t need to
worry about was training the
Librarians. Since the original training
was in our home town, we had the
privilege of having more members of
our team present for it, and therefore
we only needed to refresh everyone’s
memory concerning Librarian tasks.
However, having finally settled on a
small private event because of the
Covid-19 related circumstances, we
didn’t need more than two Librarians
(one to focus on the Books and one to
focus on the Readers).

60

IV. RESULTS
Conclusions of the evaluation.
All feedback from the Living
Books and their readers was positive,
both regarding the content and the
experience itself. The Books admitted
to us that they were nervous at first
and even felt a little self-conscious as
they started speaking, but that they
settled into their role once they saw
the readers showing interest.
The face to face feedback
indicated that the readers enjoyed the
experience and identified with the life
stories of the Books. The friendly
atmosphere helped them feel

immersed in what they were hearing
and they felt nostalgic for their own
childhood, having found things in
common with the Books.
Responses to the online
questionnaire showed they were
happy to attend, they liked the choice
of venue and felt safe during the
event. Most responses showed they
would have liked more Books and
more variety in topics, which we will
be happy to offer next time we
organise a Living Library.
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Tangible and intangible results.
The main tangible result is the
video edited from all the material
photographed and recorded during the
event and the preparation phase. This
video is public, uploaded on YouTube,
and can be used to get a sense of
what organising a Living Library can
be like.
We consider that the main
intangible result of our experiment
with the Living Library is showing the
Living Books that they have a value
they never considered. The first reply
we got from all the people we
approached as potential Living Books
was „What do I have to say about
myself that’s so interesting to others?
Why should they listen to me? These
are just some memories that nobody
cares about, I just care about them
because they happened to me.” By
agreeing to become Living Books
despite these self-doubts, they went
outside of their comfort zone and
discovered something new about
themselves and their community.

Another important intangible
result was the breaking of stereotypes
and prejudices, especially those
directed towards oneself: the thought
that you are unimportant or that you
might become irrelevant soon because
of your age, the reluctance to share
the fact that you come from a poor
family in a small village, the feeling of
being an outsider because, as a child,
you took the cattle out to graze
instead of playing with nice toys like
other children. These stories were
shared with others and, instead of
being rejected as foreign, they were
received with open arms as they
reminded the readers of familiar
feelings.
Finally, an important intangible
result for our organisation was
achieving our learning objective and
getting one step closer to
understanding the Living Library
method in practice rather than just in
theory or from a reader’s point of
view.
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V. DIFFICULTIES AND CHALLENGES
The greatest difficulty was
dealing with the Living Library as an
experimental tool for our organisation
during the Covid-19 pandemic. We
had actually prepared and scheduled a
different version of the Living Library
for the middle of March 2020.
However, just days before our
scheduled event, WHO announced the
epidemic had become a pandemic,
schools were closed throughout
Romania, and the University of
Bucharest, with whom we were
collaborating, suspended all events
and face-to-face student activity. A
few days later, a national state of
emergency was instated. Under these
circumstances, we had to cancel the
event, as we were not prepared to
organise it online. What followed were
months of uncertainty and
postponing, as we kept hoping the
situation in Romania would get better.
Finally, as is became clear that the
situation was not getting better and
the number of Covid-19 cases kept
rising, we had to take the entire
process from the start and organise a
new event in August 2020, which had
nothing to do with the one in March.
Our initial intention for August
was to organise the Living Library
online, as we had recently
participated in such an online event
and had a general idea of how it could

be managed. Unfortunately, none of
the potential Living Books we
approached was willing to do this
online, invoking various reasons: they
did not feel comfortable talking about
such personal things in front of a
computer; they did not feel
comfortable with the necessary
technology; being a Living Book
online would feel „fake” to them, and
so on. When asked if they felt more
comfortable doing this face to face,
most of them had the normal
concerns and anxiety that come with
living through a pandemic, and did
not consider our event a priority. This
drastically narrowed our possibilities
in terms of Living Books and subjects
we could focus on. It is also what
ultimately dictated the Living Library
format we ended up using, which was
a last resort adaptation of the method
to the local climate and the human
resources we had available.
As for the method itself, the most
challenging parts were the interviews
and finding the Living Books. It takes
subtlety and good communication
skills to discreetly steer the
conversation in the direction best
suited for a Living Library, so the
interviewer must be chosen wisely
and trained accordingly or given the
opportunity to practice as much as
possible.

VI. CONCLUSIONS
After experimenting with this
method, we now believe that one of
the best outcomes is managing to
show our Living Books the value of
their life stories and the fact that
other people are interested in them.

With this in mind, we believe Living
Library is not only a method very well
suited to promoting cultural heritage,
but that it can also prove therapeutic
to a certain degree for all those
involved, but especially for the Books.
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People need to be valorised due to the
fact that most of the time they do not
appreciate their own personal
experience and fail in passing on the
knowledge. The Living Library is an
excellent way to work on discovering
and then promoting and disseminating
the intangible treasure everybody
holds.
Another significant role lies in
strengthening the relations between
people, institutions, stakeholders etc.
In the initial form of our Living
Library, we easily managed to sign
partnership agreements with the
History Museum of the University of
Bucharest and with the Faculty of
History, which will be materialised
after the end of the pandemic. In its
present form, the event proved to be
an opportunity to reach out to our
community partners, setting the

ground for further projects to be
developed using variations of this
methodology.
The preparation phase is very
rewarding, since the process of
identifying the Books is a gold mine
for keeping in touch with reality (by
having direct contact with people in
the field), for networking and for
generating new project ideas based
on actual needs.
The flexibility of using the space
is also valuable, since it can be
organised in many forms, according to
the objectives and expected impact.
Even if the process of finding the
suitable Books can be challenging, the
results are definitely worth it in terms
of impact, which is very personal and
tends to be long-lasting, having a
multiplier effect.
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“IN-VISIBLE
CITIES” LIVING LIBRARY
La corte della carta (Italy)

I. CONTEXT
What are our objectives?
La Corte della Carta has been
working for some years in the Monza
area by conducting various arts and
theatre courses and workshops for
adults and children, in collaboration
with the libraries of Monza and
Brianza, also through the Erasmus+
project The Adventure of Reading.
The presence in the territory and
the link with the libraries have led us
to identify the neighbourhood of San
Rocco as the subject of a stereotypical
perception by the population of
Monza, often internalized also by
those who live in the neighbourhood.
This has allowed us to identify the

need to promote cohesion and mutual
familiarity among the inhabitants of
this area.
We set the objective that,
through the implementation of a
Living Library, we would valorize the
resources present in this area in order
to change how it is perceived by the
local community and the entire city, to
give it a new image, different from
the most commonly shared one of a
“difficult, alien, poor” periphery, by
promoting the discovery and
dissemination of a fragment of the
rich multicultural heritage preserved
in the memory of those who live in
this neighbourhood.
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Centre of interest.

The centre of our interest, also
shared by the librarians, was to break
the stereotype related to belonging to
a place, whether this was the place of
origin or the place where you live.
The choice of the Living Library
topic was the result of consulting with
the librarians: after proposing
different topics, we chose “cities”
because it met two needs:
● the desire to represent the
multicultural aspect of the
neighbourhood in an attempt to
reduce prejudices without
risking to further stereotype the
area: the city chosen was not
necessarily the one of origin,
but a place to which the living
books felt they belonged from
an emotional point of view.
● the extent and variety of
possible stories and literary
genres employed (travel stories,

love stories, adventure stories,
funny stories) in order to
capture a wider audience.
In fact, we were interested in
breaking certain stereotypes:
● belonging to a city is not always
or only linked to the origin, to
the place of birth;
● someone’s narrative about a city
can be deeply subjective and
linked to their own experience:
a well-known city (even the San
Rocco neighbourhood itself)
could be seen and talked about
in a completely different way by
another person;
● allow a lived and narrated story
to also emphasize a closeness,
especially in readers who
identify exotic and physically
distant cities as something far
from themselves.
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Where? Social and cultural context.
Monza is a comune (municipality)
with 123.514 inhabitants, capital of
the Province of Monza and Brianza,
located to the North of Milan in the
Italian region of Lombardy. It is the
third largest comune in the region,
preceded by Milan and Brescia.
The city was established in
Roman times and has a rich artistic
heritage that is concentrated in the
historic centre. Its urban structure has
gradually changed since the 1950s in
response to the process of
industrialization: a gap emerged
between the “rich” historic centre and
the various peripheral neighbourhoods
characterized by social housing, where
most of the middle and low income
population converged.
San Rocco is a neighbourhood on
the southern outskirts of Monza that
has welcomed several migratory
flows. Since the 1950s, many young
people from southern Italy have
moved to this part of the city,
employed in the industrial sector of
Monza and the surrounding cities;
subsequently, several communities
were established here coming mainly
from Eastern European countries,
South America, Sri Lanka and North
Africa. It currently appears to be one

of Monza’s neighbourhoods with the
largest number of foreigners.
The San Rocco library identifies in
this scenario as a place for coming
together, a meeting place for
knowledge and know-how, which
enhances the mutual potential of
people. The strong immigration here
is not seen as a problem, but as a
given and a potential source of
richness: in this sense, the library
started offering, over the years,
Italian courses for foreigners, sewing
and gardening courses, and many
other activities for children, families
and teenagers.
The library also acts as a free and
democratizing service in the face of
the economic difficulties of the
resident families (who choose this
neighbourhood for the lower costs of
housing) and as a response to the
reduced supply of publicly and
privately funded services in this area
of the city.
This is the context of our choice
to create the first Living Library inside
the Monza and Brianza library system:
an element of dialogue and
connection of stories and mutual
enrichment in order to facilitate
meeting and sharing among the
inhabitants of the neighbourhood.

Who? Books and readers - profiles.
The living books we looked for,
with the help of the librarians, were
people who live in the neighbourhood
or in areas around Monza, linked
either to the libraries or to La Corte
della Carta.

Potentially unsuspected “living
treasures”, as our neighbours might
be, reflecting the variety of the
population: all genders, various ages,
different origins, professions and
socio-cultural backgrounds.
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They are people who have had
significant experiences in different
cities of the world and who have
stories and experiences they want to
share.
The readers we wanted to involve
are:
● people who live or frequently
visit San Rocco and/or the San
Rocco Library;

● people who live in other areas of
the city and who know this area
as it is represented in the
collective imagination;
● people who have shown
particular interest in the topic
"The In-Visible Cities" and are
willing to participate and have
the “Living Book” experience.

Technical data.

People and entities involved:
• Cultural Association “La Corte
della Carta”: 5 members
actively worked on the project.
• San Rocco Municipal Library: 5
librarians collaborated, 2 of
whom followed the whole
process, from conception to
construction.
• Live Books: 8
• Total Readers estimate: 100.
Calendar:
• December 2019 - interviews
with Living Books;
• 11 January 2020 - h. 15.0018.00 - Living Books training: 7

•

•

Living Books participated in the
Storytelling Laboratory;
18 January 2020 - h.15.0018.00 - Grand opening: all 8
Living Books were present, they
were read by around 75-80
readers (plus some librarians
and members of La Corte della
Carta not marked in the booking
tables);
20-25 January 2020 Availability week: Six Books
gave additional availability and
met with additional readers (1520 readers).

Location:
The Living Library took place inside
the San Rocco Library in Monza.
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II. LOGISTICS ASPECTS
Preparation.

Type of Library: s- Semi-open:
reservations were mandatory, but we
left open the possibility to add more
readers along the way, as well as
more reading times;
- Half day for the grand opening
+ 1 week by reservation;
- 1 to 1 ratio: one living book for
one reader;
Wishing to make the most of the
resources and work invested in the
project, we decided to create a living
library that lasted more than a day:
one afternoon for the grand opening
followed by a week of open
reservations based on the availability
of the Living Books.
We also wanted to preserve the
personal connection that is created
between a reader and their book and
facilitate the possibility of bonding by
asking questions, so we decided to
favour 1 on 1 reading. Each meeting
with the reader was scheduled to last
20 minutes.
We asked the librarians of San Rocco
to handle the phone reservations
during the previous weeks: readers
were allowed to choose a maximum of
two books, indicating the City they
wanted to visit/read.
Contacts with local partners:
The relationship with local partners
(San Rocco and Brianza libraries)
already existed, in the light of a
previous collaboration during the
Erasmus+ project “The Adventure of
Reading”. Their interest and
willingness towards this project were
clear from the very beginning.

Selection criteria according to the
centre of interest:
The people we decided to look for
and select to proceed with the
“transformation” into Living Books
met all or part of these criteria:
• strong connection with a city,
significant for the subject's
personal history. By asking
people directly “Is there a city
you carry in your heart?”, we
noticed that some of them
responded immediately and in a
positive way, lighting up and
starting to tell their story;
• availability (in terms of time) on
behalf of the potential living
books and an interest in the
entire project: people who were
potentially available to become
living books and who were
interested in the storytelling
laboratory;
• communication and storytelling
skills: non-discriminating
criterion, because people who
are shy and less accustomed to
public speaking also have
valuable stories to share;
• residence in San Rocco
neighbourhood or in the city of
Monza (6 of the 8 books
selected) and a connection to
the library system;
• adults, because the project
demanded time, energy and the
ability to select what to say and
how to behave in front of other
adults. We do not exclude
including teenagers into a later
Living Library.
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The process of looking for and
identifying the Books:
In agreement with the Library, we
went there one afternoon during
opening hours and approached the
visiting users to advertise our
initiative, experiment with possible
reactions to the selected topic and
possibly establish first contacts with
potential Living Books.
That day we also presented the
project to all the library staff and
volunteers, whose collaboration was
fundamental: during the following
month, the Librarians collected the
contacts of interested users who could
represent Living Treasures. The
search was also carried out by the
Cederna Library, in the neighbourhood
adjacent to San Rocco.
The association subsequently
contacted 20 people (in person or by
telephone), who were told about the
project in person or by telephone.
Eight of these were interviewed and
all respondents became Living Books.
The search for suitable people aimed
to reflect as wide a variety of stories
and genres as possible: people of
different ages (30-70 years) and
gender (4 males and 4 females),
different backgrounds, professions
and socio-cultural backgrounds
responded to our call.
Interviews:
The interviews were carried out at
different times and places to meet the
needs of the project participants. All
interviews were recorded with the
consent of the interviewees.
We used semi-structured
interviews, using guide questions for
the main points. Most of the
interviewees had previously been
asked the question about the city of
their heart, and had also been asked
to think in advance about the

episodes they wanted to tell us about
in the context of that city.
To facilitate looking back on old
memories, we asked participants to
describe colours, scents, sounds and
images connected to their chosen city,
to think about certain objects, and we
jumped in with further questions in
the moments that seemed most
appealing to us from a narrative point
of view.

After some of the interviews, at
the end of the story, we decided to
reserve a moment to give feedback to
the future Living Book and tell them
which fragments and events we
thought were most striking,
underlining some aspects with the
intention of making the respondent
aware of the strength and importance
of their story. This moment helped us
(together with the interviewee) make
a summary of the story highlights and
identify the outline of the final story.
Catalogue:
For the title of each Living Book, we
decided to leave only the reference
city/cities and an anonymous map of
the place. A subtitle indicated the
literary genre, sometimes invented,
agreed upon with the Living Books
(Detective-Comedy, Dram-Magical,
Naturalistic...). The synopses of the
books, short and mysterious, were
taken from fragments of the

71

interviews transcripts. By consulting
the catalogue, it was not possible to
predict who the reader could meet
and what story would be told.
Proposed cities: Aleppo (Syria),
Damascus (Syria), Jerusalem
(Israel/Palestine), Managua
(Nicaragua), Canicattì (Italy-Sicily),
Cologne and Bonn (Germany),
Montevecchia (Italy-Lombardy),
Monza San Rocco (Italy-Lombardy).
Promotion:
The promotion was managed by two
members of La Corte della Carta. All
graphics were subject to approval by
and sharing with the Library System.

Posters were printed and posted
in all 7 Libraries of Monza, and flyers
of the catalogue and information
about the event and booking methods
were handed out in the area.
Events were created on Facebook
and Opac (online public access
catalogue).
The event, the catalogue, and
funny making of and work in progress
photographs were shared on the
Facebook and Instagram profiles of
both La Corte della Carta and the
Library.
Special T-shirts were made for
staff and librarians, as well as tags for
the Living Books.
Two newspapers reported the
event: “Il Cittadino” in Monza released
an important article.
Preparing the spaces:
The Library of San Rocco is
characterized by a large open space,
partly divided into a children's area, a
study area for youth and adults, a
coffee and music area, and a stage
area with tables and books for
children and youth. All areas
communicate with each other, and the
library is on a single, slightly lowered
floor. It’s new and colourful, with
many areas that allow you to create
quiet corners for reading, dialogue
and concentration.
During the storytelling workshop,
we mapped out the space (in drawing)
together with the Librarians and the
Living Books, who chose the spaces
they wanted to occupy during the
event to meet their readers.

The poster bears the title of the
Living Library: “The In-Visible Cities”,
inspired by a text by the writer Italo
Calvino, and the choice of blue-orange
colours is a reference to the library
logo.
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A nameplate with the title (city)
and an identification tag with the
words “Living Book” were prepared for
each book. The location of each book
was customized with objects to
support their respective story and,
where needed, with tags representing
chapter titles and page numbers.

The Feedback area was set up
with:
• a table with various coloured
pencils and watercolours, pens
and paper, in order to give
readers the opportunity to
either write or draw their
feedback;
• a planisphere on which each
reader would stick a post-it of a
certain colour for the cities s/he
had visited during the Living
Library and a post-it of a
different colour for the city s/he
carried in their heart, placing
the post-its in the appropriate
geographical areas.

Development.

Following the guidelines we were
given during the Living Library
training in Bucharest, Romania, we
organized all the essential aspects for
the development of this activity.
Many of the decisions we made to
structure the Living Library are
described in the sections above, while
the structure and development of
meetings between the Living Books
and their Readers are described
below.
On the day of the grand opening,
we were prepared to repeat the
reading experience (20 minutes) three
to four times for each book during the
three-hour event, assuming the need
for a break after each meeting.
We had personalized T-shirts for
the “librarian” staff (photo), which
was composed of 5 members of La
Corte della Carta, as well as some
employees of the library itself who
participated, through regular
meetings, in the planning of the
event.

A member of La Corte della Carta
(identifiable through the T-shirt
inscribed with “Living Library” and
“Staff” and positioned at the
entrance) was in charge of welcoming
readers and managing new same day
reservations. Her task was also
explaining to readers what a living
library is, presenting the association
and the European project. We didn’t
prepare any other training for
readers.
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Three other members of the
association and a librarian (always
identifiable by the T-shirt) were in
charge of managing the reading
sessions, accompanying readers and
communicating time status to the
books during sessions, dividing the
areas of the library and the reading
spaces among themselves: each
Living Book referred to a certain
member of the “librarian” staff during
the event.

The “Librarians” were trained
partly during the Storytelling
Laboratory and partly right before
opening the event to the public.
The Living Books, like the
“Librarians”, were trained on

Evaluation.

The goal we set for ourselves was
to evaluate:
a) our organization - any
difficulties or strengths encountered:
• through a questionnaire aimed
at our members (internal
organization and
communication);
• through the feedback of the
participants, books, readers and
“hosting” librarians (through a
questionnaire and direct
observation);
b) the personal experience of the
Living Books (concerning relevance of
the overall experience, emotional

Saturday, 11 January, during the
Storytelling Laboratory, which lasted 3
hours. This workshop allowed
participants to get to know each other,
and included theatrical exercises and
other activities to develop sensory
perception and storytelling. The
storytelling activities were supported
by the use of objects chosen by the
participants themselves. Some of
these objects even became an integral
part of setting up their reading space,
as narrative tools that facilitated the
story.
Also during this workshop, we
suggested that the Living Books
identify three chapters of their story
and give them each a title. For those
who considered it useful to use the
chapters for the purposes of the story,
we prepared tags with the titles and
page numbers to set up their space
for the event.
We took great care to foster a
very personal Book-Reader connection
(one book for one reader) and made
small suggestions (such as page
numbers and chapter titles) to help
the reader remember that the person
in front of them is a “real” Living
Book.
experience, relationship with the
readers, training)
• during the training workshop
and during the opening event (a
final meeting between books
and organizers to collect fresh
feedback);
• after the Living Library (written
questionnaire via e-mail after
the entire initiative was over).
c) the personal experience of the
readers
• during the event (feedback area
for readers with the map where
they could pinpoint the city
whose story they heard and the
city they would like to “share”, a
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free drawing area with colours,
and a notebook to leave fresh
impressions);
• after the Living Library (written
questionnaire sent by email to
those who left their address,
with more technical questions
about reservations, explanations
about Living Library, etc.);
d) citizens’ involvement and
institution response (as shown by the
number of reservations and other real
data);

e) the outcome of the initiative in
terms of breaking stereotypes and
potential to repeat it (questionnaire
addressed to readers and librarians).
The questionnaires were created
to particularly ask for feedback
regarding: the overall experience; the
importance of the meetings and
exchanges that took place; participant
interaction; perception on how useful
the initiative was; the effects of
sharing one's story.

III. DEVELOPMENT
In this section we aim to describe
concretely how we ran the Living
Library on 18 February and during the
following days, focusing mainly on the
differences from what has already
been described and reporting concrete
data not mentioned before.
On the day of the event, the
librarians of San Rocco (of their own
welcome initiative!) set up the various
reading spaces in advance, following
the indications they had been given,
and left there for each participant to
find some library books related to
each of the cities (tourist guides, texts
of poetry or literature), some mats,
and chocolates as a snack for the
Living Books and their readers. They
had also set up a generous
refreshment area for everyone.
On the day of the grand opening,
the initiative was presented to the
attending local authorities: the
Councillor of Monza for Education and
Library Systems, the director of the
Urban Library System and of
Brianzabiblioteche, the secretary of
the "La Biblioteca è Una Bella Storia”
association. The Living Books were

able to introduce themselves without
revealing which city they would talk
about.
To highlight the event, the
librarians thought of dedicating a
special Sunday to it. Since, for
organizational reasons, it was not
possible to open the library on a
Sunday, the Living Library took place
during the normal opening hours of
the San Rocco Library and remained
open as usual to the public during the
event. At times, this complicated the
management of the event, but
welcoming the residents of the
neighbourhood who had not
previously been aware of the initiative
allowed the event to increase in
visibility and brought additional
reservations for the following days.
Many people turned up at the
event without a reservation, so we
decided to reprise the readings
several more times, with the books’
consent, and in some cases we
created small groups of readers. Many
of the readers also stopped and asked
to lend another book after reading the
one they had reserved.

75

The time assigned for each
reading session (20 minutes) turned
out to be too short, from both the
books’ point of view and that of the
readers; this is why, during the event,
we extended the duration of the
reading sessions a little at the
expense of the books’ break time.
Despite this, the Books did not show
fatigue and in some cases even
proposed to meet readers without any
breaks.
Each book repeated their story
5/6 times within 3 hours. Most
sessions took place with only one
reader per book (25), some with a
couple of readers per book (16), 4
sessions with 3 readers, and 1 session
with 7 readers (a group of children).

Readers were taken to the Living
Books by each book’s respective
“handler”, who then signalled the
passage of time and eventually
interrupted the session. After saying
goodbye to the book, the reader was
escorted to the feedback area and
asked to leave their impressions and
stick the post-it notes to the
planisphere.
The following week we left the
management of the reading sessions
up to the librarians of San Rocco, both
for a matter of resources, and to allow
them to take on a more independent
role. In fact, during the first work
meetings, they had expressed a
desire to participate in the logistics in
order to learn and possibly re-enact a
similar event in the future.

IV. RESULTS
Conclusiones of the evaluation.
We are satisfied with the results
obtained both in terms of participation
and of how the initiative was
received: based on the feedback from
the readers and Living Books, the
experience was positive, as shown in
the annex by some answers to the
questionnaire.

One aspect that gives us a lot of
satisfaction is that our association,
our partners, and the librarians all
think that it would be very nice to
create new living libraries and even
experiment more autonomously with
the initiative.
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Tangible and intangible results.
The tangible results are:
• creating the first Living Library
of the Brianzabiblioteche Library
System;
• making life stories visible
among the residents of the
neighbourhood (100 people
participated);
• creating an event that involved
citizens, neighbourhood
residents, and all the most
important institutions of the
Library System;
• practical experimentation of the
training received in Bucharest
from our partners at Xandobela
through the Babel project;

Intangible results:
• valorization of personal stories;
• the possibility to make a
connection, to listening and
share in a different way than
usual;
• breaking some stereotypes, for
example (we exemplify phrases
that we believe are consolidated
in the collective imagination of
many citizens of Monza or
northern Italy; our sources are
informal, linked to the
interviews done but also to our
daily personal experience):
a. “An important city is a rich
city”.
b. “Migrations take place from
the South of the World to the North:
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foreigners only come from poorer
countries”.
c. “Migration stories belong to
foreign people”.
d. “The media inform us about
everything, it’s enough to just watch
the news”.
e. “Foreign immigrants to Italy
only have low-end jobs”.
f. “It is not necessary to tell
stories to each other, we already
communicate a lot with Whatsapp,
email, videoconferences”.
g. “What could possibly be
interesting about San Rocco?”.
And above all:

“San Rocco neighbourhood is not
nice or interesting enough to be
chosen as the city of someone’s heart,
San Rocco is periphery”
A relevant example was the choice of
a Living Book to talk about the city of
Monza, and specifically about San
Rocco, when his hometown is actually
Lima. During the interview, he
expressed his deep connection with
the neighbourhood. The inhabitants of
San Rocco were able to hear about
their neighbourhood as if it was a
“magical” place, from someone they probably – didn’t expect.
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V. DIFFICULTIES AND CHALLENGES
•

•

The interviews were a
challenge, as this was the first
time we experimented in this
area. As the meetings went on,
we gradually adapted some
strategies, for example by
setting a time limit in advance
to help us as well as the
interviewees. The work done
was not uniform, but
interviewing our first subjects,
chosen from among people we
already knew, our position as
“apprentices” allowed us to
experiment and compare in
order to improve the
experience.
The relationship with the
host space in close
collaboration with the librarians,
however objectively valuable
and indispensable for the type
of relationship we have with this
partner and useful thanks to
their involvement in the area,
has nevertheless presented, in
addition to the many
opportunities, some small
difficulties. We had to deal with
certain differences in ideas and
positions on some issues (the
topic of the Living Library, for
example), in some cases
adapting our proposals (literary
genres were one of their ideas,
and they would have liked the
genres to apply to the synopses
present in the catalogue as
well). During the week following
the grand opening, which was
independently managed by the
library, some logistics
differences were more obvious
(e.g. time management of
reading sessions – the librarians

left time management to selfregulate between the Living
Books and their readers).
•

The decision-making
process: after having several
meetings with the librarians
(where the topic and the title of
the Living Library were decided
and the search for a graphic
design began), the
communication slowed down
due to the long approval times
concerning the use of the
institutional logos of the
partners involved (Municipality
of Monza and
BrianzaBiblioteche), despite
having the support of the San
Rocco Library and the Urban
Library System. As a result,
once the whole process
restarted with much closer
deadlines than expected, the
choice to share the poster
graphic design task with the
librarians made the work a little
more difficult than we had
anticipated.

•

Communication and
advertising: we realized along
the way that organizing the
graphic design part (poster, flyer
with catalogue and synopses,
etc.) was very important, if not
fundamental, for planning and
promoting the Living Library.
Several meetings we held did
not involve all the partners (the
graphic design team wasn’t
always present), which then
lengthened the duration of the
“shared decisions” concerning
the printables. We therefore
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intend to reserve proper time
for this aspect in the future.
•

We also encountered some
difficulties in communicating
via media channels what type of
event this is and how to
participate. Many interested
people showed up without a
reservation, and some people
with whom we had shared the
event told us they did not
understand what it was before
experiencing it. The librarians
also told us that almost all
reservations were made thanks
to word of mouth, not social
media. We speculate that this
may be partly due to delays in
media dissemination, partly due
to the fact that people aren’t
familiar with this type of
initiative, and partly because
some of the words used may
have created misunderstandings
(the invitation to a “reading

session”, “grand opening”).
When we were asked to clarify
these things, both by telephone
and in person, the type of
experience proposed and how to
access it became clear to those
concerned.
•

Feedback: some Living Books
asked us if it would be possible
to have a meeting to share
some of the emotions
experienced during the
meetings with readers: the
post-event meeting - very
important for collecting
feedback about emotions - was
not enough, since the library
continued the Living Library for
a whole week. Email feedback,
however useful it may be for us,
does not have the same effect.
We propose to schedule such
meetings it as an integral part
of our next Living Library.
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VI. CONCLUSIONS
The strongest emotion the Living
Books mentioned in their feedback
was that of being heard in a new and
profound way, which changed the
perception of one's personal history
into that of a valuable and important
story. Our attention is therefore
immediately redirected to teenagers.
Is it possible to create a living library
with young people, who often consider
themselves “unheard”? We found little
aptitude for telling their own story in
families of northern Italy. How little is
told and talked about in our

communities? How could we introduce
an instrument to valorize stories and
the people behind them?
The great challenge, as far as our
association is concerned, is to find
every possible reality where we could
try to apply a version of the Living
Library, knowing that the energy will
come from the Living Books and the
hosting territory, but that the logistics
are and will be complex.
There's a lot of work to do, let's
go “read” it!

ANNEXES
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LIVING LIBRARY MEETING -LIFE STORIES
“THIS HAS HAPPENED TO ME”
APDP-Associação Para o Desenvolvimento de Pitões (Portugal)

I. CONTEXT
What are our objectives? Centre of interest.
When APDP started preparing the
Living Library, we had some
difficulties in distinguishing and
separating some of the objectives of
this educational technique of
promoting intangible heritage from
the technique of collecting oral
tradition, because both techniques
intersect in certain key points in terms
of conserving the oral heritage of
Pitões das Júnias. Nonetheless, after
an analysis of the reality and needs
that had to be met, we strived to find
a centre of interest for the youngest
group of people in the village.
As such, the interest centre of
APDP for the Living Library consisted
of the life experiences of the elderly
living in Pitões. The aim was to inform
the younger people, who had no idea
how difficult the life of the elderly
was, to help them discover the reality
and experiences of those who live
around them. Important for APDP was
to eliminate the stereotypes about the

less educated, practically illiterate
people, and to prove that they have
had fantastic life stories and that they
are living witnesses of Pitões’ history.
This theme also envisaged
valuing and in a certain manner pay
tribute to the people (Books) that
shared their stories. It was important
to positively reinforce each story and
to make the Books understand that all
was not for nothing, that everything
they lived through was now meant to
teach the younger generation about
how diverse life experience can be
and that with such testimonies the
history of a people, nation, and the
world is made, grown, and taught.
Another objective that must be
mentioned is applying this technique
to disseminate the oral and literary
heritage of Pitões das Júnias.
As stated previously, APDP
focused on the diverse life
experiences and stories of the elderly
because they could eliminate existing
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stereotypes.
Despite the fact that the village
Pitões das Júnias is small, its elderly
inhabitants possess very diverse and
powerful experiences and the present
younger generation does not know
what their youth was like. The
younger people in the village have
this preconception that old people did
not go to school and are not good
with technology, and as such they are
not part of the present, but of the
past. But, how exactly was the past?
How was adolescence for today’s

elderly? If they did not go to school,
what were they doing?
It is very important to explore
these aspects, so that those life
stories are valorized and different
generations understand that,
regardless of the time period, year,
decade, or century an event took
place, everything is important and is
part of each person’s life story and
history of a village. It is crucial that
the younger generation value the past
of their great-grandparents,
grandparents, uncles, and neighbours.

Where? Social and cultural context.
The Living Library was conceived
and developed in Pitões das Júnias,
where APDP has its headquarters, and
carries out all its cultural activities
related to conserving intangible
heritage.
This picturesque mountain and
border village is located at an altitude
of 1.200m, has a mountainous
climate, is heavily forested and is
watched over by the precipitous peaks
of Gerês Mountain, in the PenedaGerês National Park, on the Mourela
Plateau, Montalegre Municipality,
North Portugal, and has an area of
36.890 km2. Its origin dates from 9th
and 11th century, similar to the Santa
María da Júnias Monastery and the
Matriz Church from the village.
Located in the extreme North of
Portugal, the unfavourable climate as
well as the considerably high outmigration flow contributed to the
village keeping its low population and
its medieval character. The stone
buildings and the natural beauty of
the place attracted investments in
ecotourism in the 90s.
Pitões das Júnias has 161
permanent inhabitants, 94 female and
67 male, with more that 50% of them
aged above 60.1 They live from

agriculture and animal farming, but
some of them opted for engaging in
local tourism and producing local
traditional objects. During summer,
the village’s population quadruples.
Migrants come back home and
tourism fills in all available
accommodation places.
The locals have always been
hospitable. As such they feel the need
to create “reasons” to encourage
people to get together, and have an
intense desire for activities that
promote contact between people. On
the other hand, there is an intense
desire to get involved in cultural
activities.

1Data extracted from the 2011 census.
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Who? Books and readers – profiles.
Considering the stereotypes that
must be eliminated and the needs
that have to be met, the activity was
focused around the elderly and the
experiences that they can share. We
looked for the most interesting
subjects, that were part of people’s
everyday lives but that are now
forgotten, such as being soldiers in
the wars of Portuguese colonies,
smuggling, guarding the village’s
cattle, shepherding the vezeiras2,
emigrating clandestinely to France,
emigrating to Brazil, being servants.
After choosing these subject, we
tried to speak with the elderly of the
village to see to what degree they
were willing to “swim in the waters of
the past” and share their experiences.
During the process of searching for
Books and conversations, we found
very powerful stories, very emotional,
that could alter the feelings of people
and families. Testimonies, pleads, and
secrets were heard which allowed for
the selection of subjects to be
approached in the Living Library.
There were some people that were
not emotionally prepared to share
their life experiences.
After talking to many people, we
started looking for the profiles of the
Books and their theme.

his experiences in a very natural and
clear manner. He felt completely
prepared to share his stories, but
thought that this information is not
important. He said that these type of
issues belong to each person and that
the entire neighbourhood went
through the same thing. He said that
today’s grandchildren and greatgrandchildren have no interest in such
matters and believe life has always
been easy. Starting from this, is was
possible to offer positive
reinforcement and value to his story,
by contributing to sharing it with
young people, so that they also
understand its value.

The Books had different titles, as
follows: Monsieur Cachandola; From
beyond the seas: duty to the
motherland; Stories like these….; and
Cattle of the People.
The Book “Monsieur
Cachandola” is a 93-year-old man
who talked about his clandestine
voyage to France at the end of the
1960s. He is a very lucid man, who
remembers all the details and shares
2Term used for a number of goats and sheep kept

The Book “Ultramar” (From
beyond the seas: duty to the
motherland) is a 69-year-old man,
very shy, who had serious difficulties
in sharing his story. He talked about
crossing the seas (during the 1960-

simultaneously by numerous neighbours
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1974 war of the Portuguese colonies),
but refused to share the more difficult
details and moments.

During the conversations it
became obvious that he was still
affected by remembering those
moments, and is possibly suffering
from PTSD. He agreed to talk about
the march to war, as this is an issue
that is part of the school curriculum
and is studied as part of Portugal’
history. He is a living witness, a
warrior that fought for and defended
his country.
The Book “Stories like
these….” is a 91-year-old female,
with a fantastic memory and an
innate sense of humour and capacity
to have a conversation. She is very
happy to talk about and share her life
experiences, and to learn. She is
always completely willing to speak in
public. From the very beginning when
she was told about the theme of the

activity, she accepted and always
collaborated. This Book can be
archived under numerous themes, but
the experience she shared was of
guarding the village animals, from the
age of 9. She talked about the
adventures she had in dealing with
wolves.

The last Book “Cattle of the
People” is also a woman, 59 years
old, who shared her experience as the
daughter of the person responsible
with caring for the village’ cattle. She
was still a child when she starting
helping her mother in the daily tasks
and guided the cattle to their pastures
and looked over them while they were
grazing. This woman was also a
natural storyteller. She shares her
experiences with clarity and
enthusiasm. She has the gift of
captivating her listeners with her
stories. Nonetheless, when it comes
to sharing her experiences with
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strangers she feels inhibited and is
afraid of being judged as ridiculous.

When the Books were being
selected, we already knew the profile
of the Readers, considering that most
of the children and young people were

inhabitants of the same locality. Still,
the day the readings were scheduled
there were also adults from Pitões das
Júnias, with similar experiences as the
Books, who wished to participate in
the Living Library and read the Books.
As for the profile of the Readers,
they were young boys and girls, aged
6 to 11 years old, as well as older
ones aged 12 to 17, who live in the
same community as the Books but do
not know much about the childhood or
youth of their older relatives or
neighbours.
The older Readers that came to
the Living Library had different
profiles. Some were from Pitões das
Júnias and knew exactly the themes
and experiences that were about to be
told, but wanted to be present to
somewhat relive those moments from
the past and to share them,
nostalgically or not. There were also
Readers from other countries that
were staying in the village and wanted
to participate. This last category of
Readers did not know the subject of
the Living Library in any way but
actively participated in the Readings,
and proved to be curious and willing
to learn more.

Technical data. Calendar and location.
In order to organize the Living
Library, the following plan was set up:
● June 22-30 – looking for and
identifying the Books;
● July 6th and 7th – interviews and
data collection;
● July 13th and 14th – preparing
the summaries and the training
the Books;
● July 21st between 1430-1700 –
Living Library.

The Living Library was held in
Pitões das Júnias, in different
locations: each Book was located in a
different part of the village:
 The 1st Book “Monsieur
Cachandola” was located on the
stairs of his house;
 The 2nd Book “From beyond the
seas: duty to the motherland”
was located in the exterior
courtyard of the school/theatre
in Pitões;
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The 3rd Book “Stories like
these….” was located in Pátio da
Raposeira;



The 4th Book “Cattle of the
People” was located in Pólo do
Ecomuseu Corte do Boi.

II. LOGISTICS ASPECTS.
Preparation.

Type of Library: semi-opened.
Contacts with local partners:
Informal direct contacts through
phone calls, without any face to face
meetings.
Criteria for selecting the interest
centre:
• Curiosity about and interest in
the topics;
• Preference and availability of
the Books;
• The emotional state of the
Books;
• The physical shape of the
Books.
The process of looking for and
identifying the Books:
• Looking for subjects using
information from friends, locals,

•

and family;
Identifying the Books using the
information obtained while
looking for subjects.

Interviews:
• Open, unstructured interviews;
• Conducted by three APDP
members who participated at
the BABEL training.
Catalogue: Four Books themes as
follows: war, emigration, wolves,
grazing.
Invitation/call: Through flyers and
printables placed in different locations
throughout Pitões das Júnias.
Preparing the spaces: They were
prepared in collaboration with the
local partners and at the suggestion of
the Books.
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Development.

Several decisions had to be made
for the creation and development of
the Living Library. Some of them we
have already explained, the next will
be detailed in the following sections.
We organized all essential
aspects for implementing this activity
by following the guidelines that were
given to us during the Living Library
training in Bucharest, Romania.
The length of each reading
session was 30 to 40 minutes and
each of them included 5 to 7 Readers,
with each Reader being able to read
two Books.
There were three Librarians
responsible with training the Books,
managing the space, managing the
relation between Readers and Books
and their actions during the readings.
We decided that the training of
each Book was to be done by the
respective interviewer, and we had to

take into consideration that two of the
Books had limitation of a physical
nature and the other two had limited
time availability.
The summaries were created by
the interviewers and were discussed
with each Book, who gave their
permission to continue.
When it came to managing the
space, the Books expressed their
opinions about selecting their own
space and even participated in
decorating it. On the day of the Living
Library we organized a registration
area in the centre of the village,
where people could find all the
information about the catalogue,
registering for readings, location of
each Book, the rights and obligaions
of the Books and Readers, as well as
sheets of paper where participants
could right down their opinion about
the activity and the Books they read.
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Evaluation.

This step aimed to assess the
following aspects:
●
The overall organization,
●
Training of the Books,
●
Management of the space,
●
Relevance of the activity

for the Readers.
The evaluation was done through
direct observation, spontaneous
situations, and participants, Books
and Readers’ attitude and feedback.

III. DEVELOPMENT
The Living Library was prepared
following the guidelines received from
the members of the Xandobela
Association during the training held in
Bucharest, Romania. As such, based
on the objectives of this innovative
educational technique, a schedule for
the organizational steps was planned
as follows:
1º. Setting the objective of
the Living Library (described under
point I).

library. The Books were selected
based on their ability to raise curiosity
and interest, their affability,
availability, acceptance of the
process, and physical and emotional
state.

3º. Looking for and identifying
the Books: done through
conversations with the eldest
inhabitants from Pitões das Júnias. It
is important to point out that Pitões
das Júnias is a very small locality,
where everybody knows everybody
and the oldest of them know about
people’s stories and experiences.

5º. Performing the interviews:
in an unstructured manner, through
informal talks in which the subject of
the conversation was verbalized by
the interviewee who followed the
narrative thread as he/she saw fit.
The interviewer guided and
stimulated the interviewee and the
questions were born out of the
context of the conversation as it
progressed. It is worth mentioning
that after the first conversation each
interviewee was told that their story
would be of great interest for the
people in Pitões das Júnias and as
such, a permission to record the
conversation in order to later
transcribe it was obtained. With the
permission of each Book, the
discussions were recorded using a
mobile phone.

4º. Establishing the selection
criteria for the Books based on
the centre of interest: only four
books were selected for this new
experience. This decision made the
following steps easier, including the
management of all necessary
resources and actually organizing the

6º. Contacting local partners:
APDP contacted the Local Council and
Polo do Ecomuseu Corte do Boi
directly. It is customary that all local
partners participate and get involved
in all APDP events; as such, the Living
Library was just one more activity
that benefited from this. These

2º. Selecting the
subject/theme: to eliminate
stereotypes and preconceptions and
to meet the necessary needs
(described under point I)
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contacts were useful in terms of
organizing and managing the spaces
used for the Library.
7º. Organizing the event, as
per the following steps:
● Each reader was trained
to “read” a maximum of
two Books. A notice board
was set up in the middle
of the village, with all the
information regarding the
Living Library: what is a
Living Library, the list of
Books and their
summaries, the map with
all the Books, length and
schedule of each reading
session, rights and
obligations of the Readers
and Books, as well as the
hours when Readers could
register.
● When the Readers
registered, they were
offered a folder with
information on the Living
Library as well as a sheet
of paper which they were
asked to use to provide
feedback about the
activity.
● The Books were placed,
with their permission, in
strategic places, which
had a certain connection
with the content of the
Book. For example, the
Book “Cattle of the
People” was located in the
Polo do Ecomuseu Corte
do Boi, a building where a
long time ago the cattle
would spend the night and
also where their food was
stored.
● A member of the
association accompanied
each Book, in order to

provide assistance if
necessary.
● The Readers’ rotation
between Books was done
considering the schedule
of the readings. Two
Books were available from
1430 to 1530, with a
reading starting at 1445.
The other two Books were
available from 1600 to 1700
with a reading starting at
1615. Under these
conditions, the Readers
could choose two Books
depending on their
preference.
8º. Choosing the format for the
Library: the maximum number of
Readers was impossible to predict,
although we knew exactly how many
young people there are in the village,
because the Library was organized in
open spaces, during the summer
season, when visitors and tourists are
numerous, as such the Library took as
semi-open format.
9º. Creating the summaries:
they were initially created by one of
the interviewers, and during the
second conversation the interviewees
were told about what the initiative’s
aim was, and their role as Books in
the Living Library and they were
asked to participate and cooperate.
During this conversation the summary
of their life story, their Book was
presented to them, and all of them
agreed and accepted the summaries
created for them.
10º. Creating a catalogue: the
four Books described above were
introduced in a single catalogue
together with their summary. This
catalogue was provided to the
Readers when they registered.
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11º. Announcing the Library: was
done through flyers distributed in the
most circulated areas of the village
(cafes, restaurants, Ecomuseu and
the Local Council). The invitation was
also posted in APDP’s Facebook page
as well as on the website of the Local
Council, but also by word of mouth,
which is what convinced the younger
members of the “Amigos de Pitões”
Reading Club..

12º. Preparing the spaces:
was done in such a manner so that
each Book was as comfortable as
possible, with a background that was
connected in a way with their theme.
The Books were located so that the
Readers would be able to hear them
properly, without interferences,
considering that, with the exception of
“Cattle of the People”, all Books were
located outside.
13º. Organizing the Living
Library: at the time specified for
registering on the notice board the
youngest Readers of the village
appeared, as expected. Other adults
from the village as well as tourists
also came. In total, a number of 30
people read the Books. Decisions
regarding the number of Readers per
Book had to be made on the spot.

IV. RESULTS
The results were positive judging
by the enthusiasm shown by the
Readers for participating in this event
and the admiration they showed for
the Books. Everybody actively
participated during the readings, and
the feedback received was entirely
encouraging.
All the points set up during the
organizational and development

stages were concluded successfully.
Apart from this, we were able to
achieve the proposed objectives of
this dissemination technique for oral
heritage. The most active Readers
were the youngest ones, who showed
phenomenal interest and curiosity. It
seemed to them that what they were
hearing was unreal, a story in a
fantasy book. They were motivated
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and sensitized to participate in other
readings and even voiced their desire

to compile the life stories of other
people.

V. DIFFICULTIES AND CHALLENGES
The greatest difficulty we faced
was the moment the Readers
registered, as many of them wanted
to read all four Books. Considering
that approximately seven Readers per
Book were already scheduled, this
lead to having fifteen Readers for
each Book in the Library.
When the time came to take the
Books to their location, “Munsieur
Cachandola” was no longer capable to
move to the space. This was a
problem detected on the spot, so
instead of 4 readings, available for 30
Readers, we only had 3. The two
librarians working as secretaries
decided to register the Readers for the
first readings as follows: 15 for the

“From beyond the seas: duty to the
motherland” Book; 15 for the “Cattle
of the People” Book, and 18 for the
“Stories like these….” Book.
One thing to improve is to have
more Books, preferably two more
than what we had so to have more
possibilities to distribute Readers and
decrease the Reader per Book ratio.
Another improvement relates to
the evaluation process: all Readers
provided verbal feedback, but nobody
used the paper they received and did
not write anything down. As such, at
the end of the activity, a feedback
session could be organized in order to
approach each person (with paper and
pen) and ask for a written opinion.
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VI. CONCLUSIONS
At the end of the Living Library,
after thanking the Books and the
Readers, and clearing the spaces, the
librarians met and the conclusion was
unanimous: it was a good activity,
worth repeating and improving with
more Books and more varied themes.
It was in fact an innovative
technique that allowed for an

exchange of knowledge and
experiences, while also involving
different generations. Apart from that,
we noticed the closing of the
generational gap between young and
old people, as the first ones were
interested in the life stories off the
latter.
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LIVING LIBRARY:
OTHER EXAMPLES OF
GOOD PRACTICES
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IN ITALY
Doing some internet research, we found several initiatives in Lombardy
which served as prequels to organizing a living library. In one of these, the
technique was used precisely for the dissemination of cultural heritage:
LIVING LIBRARY | MILAN NEIGHBOURHOODS, NIGUARDA - 6
April 2019 | Milan
http://bibliotecavivente.org/blog/portfolio/biblioteca-vivente-quartieriquartiere-niguarda/
“4 editions of Living Library in 4 neighbourhoods of the City. The second
edition on Saturday, 11 April, 2019 at the Girola Centre – Don Gnocchi
Foundation in Milan – Niguarda neighbourhood. An edition entirely
dedicated to #anziani (seniors). In collaboration with the City of Milan
and the Libraries of Milan".
Before planning our Living Library, we considered it important to visit
some other initiatives in the area, though they were not aimed at the
dissemination of intangible cultural heritage. Below are links to events we
attended after the training in Bucharest:
“I WELCOME, STORIE DI VIAGGI E DI INCONTRI", a Living Library
project curated by the Amnesty International Group of Merate - 1 May
2019
https://www.leccotoday.it/eventi/primo-maggio-curone.html
"(...) at the Cascina Bagaggera, in the heart of the Montevecchia Park
and the Curone, a day of learning about labour integration for young
people with disabilities and the rights of migrants(...) with a Living
Library project (..): an innovative, simple and straightforward method to
promote dialogue and break down the wall of prejudice that surrounds
foreigners, where books are men and women in the flesh - three
migrants and two operators working to support hospitality projects – in
order to read these books you don’t need to flip through their pages, but
listen to their stories”.
“TALKING BOOKS - stories from the LGBTQIA+ world”
https://www.facebook.com/GayminOut/photos/gm.782430325590623/1
482417241921165/?type=3&theater
" On Thursday, 9 January, 2020, the Elfo Puccini Theatre in Milan hosts
GayMiN Out for a new appointment with the Talking Books. After the
success of the event at Il Pertini - Cinisello Balsamo Civic Library, the
Talking Books 2020 are back to tell exciting new stories from the
LGBTQIA+ world. During the evening you can “borrow” four people who
will tell you their story like an open book".
Finally, here is the link of the Living Library experience presented in
Monza in the past years:
OPEN PRISION-LIVING LIBRARY -Monza
https://www.carcereaperto.it/biblioteca-vivente/
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Inmates, magistrates and volunteers get involved.
“In a series of meetings, the inmates tell their stories, digging deeper
and deeper while we listen to them, we encourage and provoke. We get
emotional with them. Each story then becomes a living book, with a title
and a back cover proposing a synopsis: readers who will be people
outside the prison, indeed the less they know the prison and the better.
On the fixed day, readers will meet the living book and be able to hear
their stories, ask them questions and answer questions as well.”
The first series ended with the reading session on 14 October 2018.
The second series ended with the reading session on 5 October 2019.

IN SPAIN
Most Living Library experiences analyzed in Spanish and Galician territory
aim to work with social or racial stereotypes and prejudices. However, we
discovered several initiatives that, while it is true that they do not directly seek
to promote oral or literary heritage, address the intergenerational issue
unequivocally through the exchange of life stories, thus facilitating a
transmission of the living heritage supported by orality.
Human library “O valor da experiencia” (“The value of
experience”) , by Xeración Association. The Xeración team organized
the first Human Library in 2018 in Ferrol, a city in the north of A Coruña
province. It happened in the framework of another Erasmus+ initiative,
under which we developed 3 events (see videos here and here) and a
training on how to organize Human Libraries (more info here).
Living Books Library Ágora project (A Coruña). It is not a Living
Library, but it is an initiative clearly inspired by it, in which teenagers
and older neighbors are put face to face in order to learn about the
human heritage of the neighborhood.
https://sumagora.wordpress.com/libros-vivintes/
First "Human Library of Andalusia", held in Purchena (Almería).
During the second half of July 2017, the Piratas de Alejandría team
developed, in collaboration with Tres Culturas Foundation and the
Andalusian Institute of Youth, a workcamp and a voluntary service for
young people titled ”TRUE STORIES, the Human Library as a path to
interculturality” in Purchena, Almería. Twenty-five 18- to 30-year-olds
collected life stories, documented and catalogued the first Intercultural
Human Library created as part of a workcamp. The life stories will
become part of the Atlas of Intangible Heritage of the Regional
Government of Andalucía and will serve as a reference and basis for
other future human libraries.
http://www.almeriahoy.com/2017/07/vecinos-de-purchena-crean-laprimera.html
Video-memory experience: https://www.facebook.com/watch/?
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v=883114298565216
Experience in Donosti, through the +55 Program of the Social
Welfare section of the City Council. http://www.mymo.es/libroscarne-hueso/
https://www.donostia.eus/home.nsf/0/2EFB36152B3A1A26C1257E68006
4B24D?OpenDocument&idioma=cas&id=A483407
https://docs.google.com/presentation/d/1kmTeBj4XAVKXRCaWtyRdpnjD
-NB_sIdFfawxj7sbYKM/edit#slide=id.p
HUMAN LIBRARY at 'IES BENIGASLÓ, as an example of
implementing Living Libraries in schools to work with intergenerational
dialogue.
http://lecturaigentgran.blogspot.com/2018/03/biblioteca-humana-liesbenigaslo.html
https://www.radiolavallduixo.com/index.php/programes/miradesinclusives/1293-mirades-inclusives-26-3-18.html
http://lecturaigentgran.blogspot.com/

98

LIVING LIBRARY:
RESOURCES AND
BIBLIOGRAPHY

99

Human library organization: https://humanlibrary.org/
Don't judge a book by its cover! The living Library Organiser's Guide
(2011), del Consejo de Europa: https://rm.coe.int/16807023dd
Le Piazze del Sapere, di Antonella Agnoli:
https://www.youtube.com/watch?v=RSvymeZrHrQ
Come creare una biblioteca vivente in una biblioteca, di Martino Baldi
https://www.editricebibliografica.it/scheda-libro/martino-baldi/comerealizzare-una-biblioteca-vivente-9788870759624-462446.html
Training course online “Became an human libraries organizer”,
https://www.udemy.com/course/became-an-human-libraries-organizer/
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“CANTASTORIE”
STEP BY STEP
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INTRODUCTION
WHAT IS CANTASTORIE?
CANTASTORIE is a storytelling technique, while also being the name of
person that masters the art of storytelling, which (s)he usually does through
song or rhyme.
We will, therefore talk about Cantastorie in order to identify a certain type
of storyteller, as well as to focus on the technique used in such storytelling,
also called cantastorie.
To avoid confusion, we will hereafter use “Cantastorie” with a capital C to
talk about the performer and “cantastorie” (in lowercase) for the technique
itself.
The Cantastorie usually uses efficient active communication techniques
such as sounds, images, words and gestures, which we will analyse later on.
The listeners/spectators, be it children or adults, are deeply involved, due
to being stimulated by this variety of expressions, and they are often invited to
participate actively. The great importance of the Cantastorie, which endured
for centuries, is also given by the choice of topics, favouring social ones.
Within the BABEL project we considered it to be essential to disseminate
this storytelling technique, born among the people and preserved by oral
tradition - as it was transmitted from one generation to another, and from one
storyteller to another - a technique which still bears, both in Italy and around
the world, traces and vestiges of customs as well as contemporary
reinterpretations of it.

HISTORICAL CONTEXT
We tell stories for pleasure, for curiosity, out of necessity, and we listen to
stories for the same reasons.
Stories have always existed both in public spaces and inside the domestic
sphere in all cultures and historical periods. The figure of the public narrator
has endured by playing a fundamental role in disseminating culture, language,
and news, while also encouraging the strengthening of traditions, identity, and
history.
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We can easily imagine that even in prehistoric times groups of people
would gather around the fire eager to listen to stories of a hunting trip or to
pay attention to religious rituals, while also probably joining in with dancing
and singing.
The aezi represent the figure of the ancient
Greek narrator: people, often blind, who sang about
the adventures and deeds of mythical heroes. The
aed would speak in rhymes, thus becoming the voice
of the muses and having both a sacred and a
prophetic role. He would use a simple language,
filled with analogies, and was accompanied by a
stringed musical instrument. The poems were not
told in their entirety, but as episodes and this job
was transmitted from one generation to another by
word of mouth. The most famous aed was Homer.

Homer Philippe-Laurent
Roland (Louvre)

Leaping forward in history up to the Middle Ages, we meet the figure of
the histrion or the jester. He wandered around public squares and high courts
in order to describe current events or ancient stories, enriching them with
jokes and often being accompanied by musical instruments. The jesters
represented a true media channels of the time, as they were the ones
spreading the "news". They transmitted anecdotes and stories orally, which
were later learned and passed on by the common folk, thus participating in
shaping public opinion. These figures represented the connection between
cultures and countries, being themselves the vehicle through which the stories
of great adventurers, decisions made by authorities, and even linguistic
phrases of particular places were transmitted.
These Cantastorie often used a language accessible to ordinary people and
used music and painted pieces of canvas, or put on puppet shows.
The role of these histrions was gradually defined and, at the end of the
Middle Ages, the figure of the troubadour finds its space and recognition as it
moves towards a more "educated" and noble class, as this character was
singing stories of heroic and romantic deeds.
Nevertheless, the figure of the jester did not disappear. However, it
changed, by “specialising” in a single form of art (either musician, artist, or
acrobat) or becoming an entertainer at fairs.
Details at: Luigi Allegri, Teatro e spettacolo nel Medioevo, Bari, Laterza
1988.
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Giovan Battista Tiepolo, Il Cantastorie – Londra

In Europe, starting with the 14 th century, the Cantastorie started moving
away from literary themes and helped spread the acts of glory of the
Carolingian paladins through chanson de geste
especially around Sicily
through Opera dei Pupi.
Sicilian Opera dei Pupi billboard - Death of Carlo Magno

Throughout the years, this craft lived on in Italy and left audio and photo
evidence and testimonials that date back to the 1950s. There are fliers from
that period describing the stories to be performed, which were handed out to
the audience.
As such, the work of the Cantastorie was rewarded with donations made
by the spectators and with the revenues made from selling these fliers. After
the 1950s, with the invention of vinyl discs, these stories were also recorded,
first at 78rpm (rotations/minute) then at 45 rpm, and sold.
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Flyers dating from the 1950s

Starting with the 1960s, the Cantastorie started to disappear from public
squares. The main reason was that by now most Italian families had a
television set in their home: it was no longer necessary to go out into the
street to get informed; all you had to do was turn on the TV and follow the
news. Attached is a very interesting document from the archive of the
Luce Cinecitta Institute in which the occupation of Cantastorie is described
with irony and nostalgia.
The richest research materials about the figure of the Cantastorie come
from Sicily: here they were called "orbo", precisely because they were often
blind, and would narrate, at least during the 60s, stories about saints and the
mafia.
There’s a very interesting interview from the ‘80s with one of the last
Cantastorie of Palermo, Fortunato Giordano, also called the "sacred one"; it
is available at this link: https://www.youtube.com/watch?v=BMWHLbFcPjg.
A more emotional clip features Ciccio Busacca, a Cantastorie who
travelled around the country to speak against the Mafia.
A lot more information is also available on the website dedicated to him:
https://www.cantastoriebusacca.it/
As such, the arrival of the television was a significant turning point for
many aspects of society and consequently influenced the lifestyle of the so-
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called "street-artists", including the life of our Cantastorie.
But these figures so deeply rooted in tradition cannot completely
disappear, and some experiences inspired from the past survived in certain
niches, by "professionalising" themselves, as we will see in later chapters on
contemporary Cantastorie.
However, at least until the 90s, some artists survived thanks to migration,
as Franco Trincale, recalls in this fascinating interview, where we find out
that the Sicilian Cantastorie moved first to Rome and then to Milan.
Similar figures existed throughout Europe.
In Spain, for example, until the 19 th century, blind people would earn their
living accompanied by the young "apprentice" by travelling from one city to
another and showing illustrations and reciting or singing stories. Their
performances were called romances de ciego, literary translated as "stories of
the blind".
In Germany, the Cantastorie were part of performances called bänkelsang,
which lasted until the 1940s when they were banned by the Nazis. Bänkelsang
survives to some degree in The Threepenny Opera by Bertolt Brecht (a mix of
theatre, music, and dancing whose fundamental principle was destroying the
fourth wall and involve the audience in the performance) and also in Peter
Schumann's performances, which we will also analyse further on.
In northern Europe, the Cantastorie had the role of gossip journalist
because they would talk about murders, fires, sexual scandals, etc. The
interpreters of such controversial melodies were seen as rogues and were often
arrested, exiled, or ostracised for their craft.
In
and

Czechoslovakia
in
Hungary

these
the

shows
term

were called kramářská
képmutogatás
was

píseň
used.

Obviously, Europe was not the only part of the world with figures similar
to the Cantastorie. Hereafter is a summary of additional information and
accompanying links.
In 6th century India, religious stories were called saubhikaand and were
performed by travelling storytellers who would carry flags painted with the
images of the gods. Another type of performances, called yamapapaka, were in
presented the afterlife, also accompanied by painted vertical rolls of cloth.
Presently, this traditional Indian art is still performed by women from the Patua
(Chitrakar) community in Western Bengal. Here is a video summary of this
Indian
tradition,
by
region:
https://www.youtube.com/watch?
v=TCEglqZmQZc
In Tibet, the Cantastorie was known as a ma-ni-pa and in China as pien.
In Indonesia, the scroll is decorated horizontally (wayba beb) and presented by
four interpreters: a man who sings the story, another two men who manage
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the scroll, and a woman who emphasises different aspects of the story by
using lighting. Other forms of Indonesian theatre such as shadow theatre
(wayang kulit) and wayang golek developed in the same time frame and are
still performed.
In Japan, the cantastorie appears under the name of etoki or emaki
as stringed scrolls split into different panels (a precursor of manga stories'
structure). Sometimes they would take the form of small brochures or even
puppets placed on a specific background on the side of the road. In the 20 th
century, Japanese storytellers moved on to travelling shows known as
kamishibai, in which the story was told with a series of changing images sliding
in and out of an open-frame box. This style of storytelling has recently been
spreading in Europe as well, thanks to the availability of "ad-hoc" theatres for
sale: in Italy, for example, they are sold by the ArteBambini publishing
house.
The Aborigenes from Australia paint story episodes on tree bark or
their own bodies to help them in telling the story.
In Western Africa, there is the notion of griot (the French word for
"storyteller") who keeps the tradition alive as a poet and singer and who,
during the colonial period, was often an ambassador and interpreter (a type of
cultural mediator). The griot wields the "power of the word" and, in many parts
of Africa, the word is sacred.
In Africa's Bantu tribes the main objective of the storyteller is to educate:
a fable is a lesson using images because its ending is moralising and the
images ingrain it in the memory of the audience and influence their behaviour.
Sometimes fables start with an aphorism that foreshadows the moral of the
story and is repeated like a chorus, to fix the moralising message in the
memory of the audience.
There are also stories shaped like riddles, which the listeners have to
solve. They participate to the success or failure of the protagonists of the story
by voicing their joy or disappointment, and the narrator uses dialogue to
maintain the audience's attention by inviting them to give verdicts on the
behaviour of the characters and find the moral of the story.
The shape of the story is of vital importance in the oral tradition. The
voice is paramount in creating a relationship with the audience.
Aphorisms, riddles, songs, and rhymes, all have the role of foreshadowing
the story and introducing the listener into a sacred atmosphere, a proper ritual
of purification.
Moreover, the stories are often rich in onomatopoeias, with other
elements that help achieve the communication effect, such as dance,
instrumentals or simple clapping, all creating a particular rhythm to the
narration, increasing suggestion and contributing to stimulate the artist's
creativity and improvisation skills.
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MOTIVATION, POTENCIAL
AND OBJECTIVES
We saw how the figure of the Cantastorie is present in several different
cultures, which use different techniques and methods: painted cloth,
Kamishibai, songs, rhythm. The cantastorie is, therefore, a cultural product
that expresses various aspects of peoples, with the common goal of
transmitting a message. Let's see how.
The Cantastorie are usually histrionic and nomadic characters. During
their trips, they gather material (oral, historical, human-related) which they
then reinterpret in order to make it usable by other people as well. If they do
not travel, the Cantastorie have a repertoire of traditional stories that were
transmitted from one generation to another (thus making their journey a timetravelling one).
So their role is to disseminate, either recent or past events, religious or
secular, political or moral. By telling their stories, they spread them around the
world, and imbue them with significance and attach a message to them.
The role of the Cantastorie is not merely one of entertainer, their mission
– whether they realise it or not – is to encourage the audience to think.
The chorus – which we will talk more about later – is an element that
helps the process. When one is not available, the Cantastorie will invite the
audience to participate, voice an opinion or actively get involved in the story.
The active involvement is a functional practice for various reasons: it keeps the
audience attentive, and uses the motto "learning by doing". Often after a
performance, the spectators would leave humming a song or repeating the
most impressive jokes.
The Cantastorie is capable of stimulating those parts of the brain that
create emotions: emotions are linked to memory, so (s)he knows how to
manage audience participation by using elements of surprise, fear, aversion,
and love.
As such, Cantastorie had, and still have today, an important role when
they go out on the streets with their stories: they are accessible to everybody
young and old, all classes, especially the common folk.
Indeed, they address those who need "simpler" information channels in
order to understand reality because cantastorie works for different types of
intelligence – audio and visual – which complement for other shortcomings.
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The Cantastorie truly addresses people, by speaking their language, by
appealing to their stomachs to awaken their brains and try to develop the
audience' critical thinking.
Illustration from the book The little prince by A. de Saint-Exupery

Listening to a Cantastorie helps promote divergent thinking because, by
empathizing with a character or a situation, the spectators have the
opportunity to escape their everyday life and become malleable to change and
to seeking new solutions by identifying with a character or trying to understand
a situation.
In conclusion, we think that the role of the Cantastorie, as well as that of
Theatre and Art in general, is part of the "lifelong learning" model that should
always be cultivated to fill the world with aware people, who in turn are able to
build proactive social aggregates and therefore a better world.
As previously mentioned, La Corte della Carta organised
workshops on cantastorie, aimed for children as well as adults.

several

We noticed the increased potential cantastorie has both for the shared
reflection of the group, as well as for creating cohesion inside the group and
with the audience during the performance.
We concluded that the cantastorie method is valid both during the creative
phase (brainstorming inside the group, learning through cooperation while
creating the necessary materials and preparing the performance), as well as
during the performance through its impact on the public.
We present the example of an experience we had with a parade
performance from 2006 created by the Bread and Puppet Theater (an
American company we will talk more about in the future); it was a co-
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production of Pergine Spettacolo Aperto and Piùfestival from Brescia titled
“Circus of America”, in which our involvement was not limited to just
performing, but it also extended to the creative process.
The performance took place in several languages, but the message was
conveyed through images, songs, and artistic moments.
The following section is a presentation of how Bread and Puppet Theater
structured this event, considering it is the same operating mode since the 70s.
First of all, we started work with director’s notes on the performance topic
and structure from Peter Schumann (the founder of the company), who also
lend his artistic vision to the props. In fact, almost all drawings used were
made by him.
As for the internal structure, the sub-groups were organised as such that
they could move freely and organise micro-performances.
Inside these groups, a dynamic specific to collaborative work naturally
developed, coordinated by the "seniors" (long term members of the company),
who initiated the working technique, thus generating a chain reaction at an
operational level with a real informal learning dynamic.
These mini-performances were then "adjusted" by the Maestro and
introduced into the general context.
The apparent topic was a biblical one, but in reality the story showed (in
several stages) a capitalistic society with its contradictions and injustices, with
references to sacred elements and traditions mixed with contemporary facts
and events: Christian symbols such as the ark or the flock were inserted
alongside local songs such as "Mamma mia dammi cento lire" that would
connect it to everyday life.
The choice of using such "popular" references was made in order to
guarantee the audience's involvement. For example, a Christian audience had
the opportunity to sing the songs they knew, because it was part of the local
tradition. This way, the audience was involved both practically and emotionally,
thus facilitating the comprehension of contemporary events.
Consequently, we can definitely say that creating a cantastorie
performance is a fantastic experience, both at a collaborative level, in the
phases of designing, building, preparing, and acting, as well as an instrument
of disseminating a story or opinion.
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Images in which Cantastorie are visible,
from a Bread and Puppet Theater show

This method has multiple fields of application: it can be shaped as
community theatre, as well as a manifesto type representation.
It is undoubtedly an excellent exercise in learning cooperation for students
as well as educators – if they are part of the creation process. It is also an
excellent opportunity for informal learning (in the case of an "ad hoc
workshop") or non-formal learning (in the case of a "casual activity" with a
group of teenagers, for example), depending on the context.
The activities developed in Galicia by Xandobela, also showed us that the
cantastorie method could be an efficient instrument for linguistic revitalisation
and for disseminating the oral and literary heritage in Galicia.
We also concluded that creating a cantastorie with a heterogeneous group,
made out of people of different ages and cultural backgrounds, is a feasible
and ample experience. This was further proven by the local iniciatives
developed by La Corte della Carta between 2017 and 2018 by involving
the population in our area of activity, as well as by our experience with the
Bread and Puppet Theater company.
Through cantastorie, it is possible to develop a platform for dialogue
between generations, comparing their life-stories and building a constructive
relationship.
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Another useful field, especially nowadays, is public speaking, very sought
after in multinational companies. Lately, these companies have been very
focused on communication methods and techniques and often ask for input
from a Storyteller. The figure of the modern storyteller does not necessarily
coincide with the figure of the Cantastorie, but the skills are the same, and
people who possess them are often hired.
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ACTIVITY GUIDE
Ingredients
It is not impossible to become a Cantastorie: indeed talent and charisma
form the base of any histrionic character (as a short document about Giovanni
Virgadavola, a living Cantastorie from Victoria-Sicilia tells us: but the
technique used in cantastorie can be learned.
Through local experiments and activities, La Corte della Carta managed to
create events for adults and children alike, and we will hereafter present the
results of the research methodology experimented with by the association in
recent years.
We will illustrate the most critical elements necessary to create a good
cantastorie. The presented elements are not consequential to one another
(while of course choosing the story is a strong base for developing the rest of
the performance), but are of equal importance and are conceived and modified
according to each other.
Canvas created by La Corte della Carta, used in training

In this visual explanation, we can find the elements necessary for a good
cantastorie. The canvas in the photo was created to playfully present the
cantastorie method in a workshop designed for adults and children alike. Each
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frame presents an activity necessary for building a cantastorie that is briefly
summarised by the narrator and amplified by the accompanying chorus (who
was instructed before the performance). For the last part (frame 10), the
audience is actively involved.
1 - choosing the title
2 - getting to know each other
3 - telling/sharing a story
4 - reading books/stories
5 - finding ideas
6 - drawing
7 - using our voice
9 - introducing music
10- introducing rhythm
As mentioned before, the Cantastorie uses efficient communication
techniques, creating a melange between the rhythm given by the story itself,
by the sequence of images, by music, their own voice and body language, and
the chorus.
We will further analyse these points:

1
THE STORY
Choosing the story or the event narrated is essential in motivating the
Cantastorie to perform in front of the audience. Bear in mind that the
Cantastorie needs a relevant topic to convey, often a social one. Obviously, the
chosen topic could be an entertaining one, not necessarily dramatic.
Ideally, the story should be accessible to the audience on multiple levels,
so it can be understood by adults and children alike, so by a heterogeneous
public.
You can choose traditional or contemporary stories and present local or
current events. It can be one single (longer) story, or shorter stories connected
either through topic or their protagonist. Of course, the choice needs to be
made considering the context, audience, and available time.
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2
THE RHYTHM
Rhythm points, anticipates, dazzles, and can also create suspense or end
a phrase. It is imperative to keep the audience involved. Even without special
abilities, we are all able to recognise and follow a rhythm, as well as recognise
its variations.
We suggest that less experienced people choose simple stories, that
already have a set rhythmic structure. Italian fairy tales, a collection of texts
by Italo Calvino, is a source of such stories, from which people can draw
inspiration for future cantastorie.
In order to present the story using rhythm, one can use, apart from the
internal rhythmic structure of the story itself, the support of popular musical
instruments such as a guitar, an accordion, or other wind instruments.
Nonetheless, if you do not have any musical abilities, you can efficiently
use simple percussion with lids, sticks, whistles, etc. or anything else than
makes a sound.
Rhythm can also be created by using voice and words, by slowing down
and accelerating parts of the text, through the volume or tone of voice.
Melodies or sounds made by the audience can be introduced as well. Many
times, gestures can also provide rhythm: repeating movements made by the
chorus or body percussion could be efficient tools in maintaining rhythm with
the help of the chorus.

3
THE TEXT
The text should be simple, linear, and straightforward. It can be a
narration of consecutive facts, or a so-called cumulative story, or multiple short
stories connected to each other.
It is essential to divide the story into scenes when creating the structure.
It would be best if you numbered them so it is easier later for the visual
organisation into drawings.
You are not restricted to using written texts, but also books that tell
stories only through images, such as the example of silent books.
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However, it is useful to make a storyboard in order to connect the frames
of the story with the sounds and gestures of the chorus or Cantastorie. In this
case, the book can be used as a physical prop during the performance and
does not have to be reproduced on canvas.
"Silent book is an illustrated book that tells a story exclusively
through images, without using written words. It is accessible to
everybody and has the capacity of overcoming linguistic barriers and
create exchanges between different cultures. It is important in
promoting learning through a visual language, and helps children
"read" drawings and give them meaning, value, and merit. Silent
books support a script, they have a clear sequence, well-defined
characters and images”.
From the methodological guide of The Adventure of Reading
projetc

4
THE IMAGES
The images must match the scenes identified in the text. Consequently,
we must build a storyboard (a continuously evolving canovaccio - canvas) and
work dynamically and flexibly when it comes to changes to organising the text
or managing the involvement of the chorus.
The images must be clear. Like the best illustrated books, the images
should show a little more than the text tells, but they can also be captioned.
If you choose to paint on canvas, it is better to draw first in chalk, then do
the contours in black acrylic paint, and then use water-based acrylic colours to
fill in the images. Acrylic paints are water-resistant and allow for the
conservation of the drawings even in case of rain or if the canvas is washed. If
you work with children or teenagers, you could use tempera. If time does not
allow or if your artistic abilities do not excel, you can use the collage method
and create images by photocopying them and then modifying them manually.
We also created cantastorie by using pieces of felt and other textiles that were
then sewn on cloth.
You could also use books as direct visual support: in this case, the images
must be large enough to be visible to the entire audience.
You must also ensure that you have the author's permission for using their
materials or illustrations.
Here are a series of possible "cantastorie canvases". Choosing how to
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illustrate the story can vary a lot:
Flip Flop: the cantastorie is made out of several overlaid and connected
pieces of canvas, which you manage similarly to turning the pages of a
book. The Cantastorie can turn the "pages" themselves, or someone
from the chorus can help .
Parchment: the canvas can be very long, and rolled vertically or
horizontally. The canvas can be "unfurled" during the narration in order
for the audience to discover one by one each scene of the story. This
action of rolling the parchment can be done manually or mechanically
(with a crank system).
Single canvas cantastorie: tthe entire story is drawn on a single
canvas. Each scene is framed and numbered.
The canvas can have a cut-out in the middle - a "window" where
characters (small marionettes or silhouettes) or other drawings can appear .
Single canvas cantastorie

5
THE CHORUS
The function of the chorus, which does appear in the method presented by
us, is not specific to the tradition of the cantastorie, but is a reinterpretation of
Greek theatre made by Bread and Puppets Theatre during the 60s.
In actuality, the Italian traditional Cantastorie did not use the element of
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the chorus, but relied on their interaction with the audience.
Nevertheless, the presence of the chorus is instrumental as an
intermediary between the narrator and the audience: as is the case with the
Greek paideia, the chorus stimulates critical thinking and reasoning and
teaches citizens to become aware of and participate in the life of their
community.
In the same time, the chorus is an additional instrument through which
the Cantastorie can direct the action.
The chorus, as previously mentioned, comes from ancient Greek theatre.
It was seen as a homogeneous organism and is a type of "collective character"
that dances (or moves in a coordinated manner), sings and comments on the
story.
The chorus is traditionally made out of "amateurs" taken from the
audience, trained during an actual rehearsal, and led by a coryphaeus, which is
the "leader of the chorus".
The choir therefore participates in the action, often comments, sometimes
finds solutions, and almost always expresses emotions and acts as a sounding
board.
A simple and clear study of the Greek chours is available here.
So the Cantastorie interacts with the chorus, who often emphasises the
most important lines and enriches the narration with gestures and sounds.
The chorus is usually positioned to frame the canvas by forming a semicircle in front of the public, so as no obstruct their view. The chorus will be
placed on a single line or in the shape of a "bunch of grapes" (if made out of
numerous people, with the tallest ones at the back).
According to the story, it can be placed on one or both sides of the canvas
and its members can have similar costumes (in order to emphasise the unitary
element of the chorus and their gestures).
In cantastorie, similar to the ancient Greek theatre, if the chorus is
numerous it is necessary to have a coryphaeus who directs the moments in
which they intervene.
An example of how the chorus functions can be seen in Fire, a spectacle
by Bread and Puppets Theatre at:
https://www.youtube.com/watch?v=g72Q7_tL1FQ&t=24s.
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6
THE MUSIC
Music is a fundamental element in the traditional Italian cantastorie which
nonetheless can be easily created by relying the rhythm of words or on sounds
made by improvised "instruments" or even by the human body.
As such, even if no musical backup is available or if no one on the team
has any musical abilities, it is still important to include songs, rhymes or sound
effects which can be produced with recycled materials, maracas, newspaper
sheets distributed to the audience (who is "trained" in advance on how and
where to intervene). All these are possible, including simple body percussions,
e.g. clapping, tapping one's feet, etc.
You can also use pre-recorded music, but risk losing the "artisanal"
feature, which is pivotal to cantastorie. Besides, this requires sound equipment
specialised for outdoor areas such as speakers, amplifiers, etc..
Franco Trincale and his guitar

7
THE SPACE
Space should be adequate to this type of performance: if the canvas is
small (and not visible from far away), the audience is not so numerous, and
the group performing the cantastorie is small, then it is best to choose a small
space that is nevertheless large enough to fit the chorus and the canvas. You
should also carefully assess how easy it would be to perform the movements in
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the cantastorie (such as turning the pages if the canvas has multiple scenes;
unfurling the canvas is you are using the parchment type; or the choreography
of the chorus, if there is one).
The cantastorie could be performed on a raised stage, but its beauty lies
in the fact that it takes place among the people, so it’s on the same level as
the audience (physically and metaphorically).
If the event takes place in a large open area, with a numerous audience,
and you do not want to use a stage-like platform, you can raise your canvas by
using tall sticks as shown in PHOTO 10, or with the help of people wearing
stilts.
When setting up the space, it is necessary to consider that the
performance will take place in a semi-circle type shape (which includes the
Cantastorie, chorus and canvas) which will be completed by the audience
precisely to create the idea of circularity in which the performer and the
spectator are communicating.
Performance by the Bread and Puppet Theatre

8
THE AUDIENCE
The audience is essential to any theatre performance. You can have a text
and a group of actors, but without somebody to see and listen to it, the magic
of the theatre does not exist. The same applies to cantastorie. More than that,
considering its immense social value, it is fundamental that the audience is
actively involved in the performance, rendering the fourth wall elastic and
mobile. Of course, the performance should be adequate to the chosen

121

audience: it is pointless to propose an adult story containing horrific crimes in
a playroom during a Saturday afternoon. But you can create stories that layer
multiple comprehension levels: one for adults and one for children in order to
approach a wide range of audience, especially if the cantastorie is performed in
the streets, in front of a general, heterogeneous audience.
The audience completes the circle of dialogue and responds to what the
Cantastorie is saying - it is both interlocutor and actor (because it can be
attracted to get involved), but it can also become the chorus (through a more
active involvement than simply answering questions). For example, you can
involve the audience by instructing them to answer with "knock-knock" every
time the Cantastorie says "knocks on the door"; or you can write the lyrics to a
song in a very large and visible font and ask the audience to sing along; or you
can invite the audience to perform specific, pre-established gestures. Often
two spectators are asked to hold up the canvas at the beginning of the
performance in order to "break the ice". This is a good first step to breaking
the fourth wall.
If you are in a performance hall and the audience attends based on
reservations, you can control the audience by drawing chalk marks, sticking
adhesive tape or placing objects to indicate the position of the spectators. Most
times, however, the audience is asked/called to participate voluntarily. As such,
the performance can start with a parade in which the chorus and the
Cantastorie (the entire team or part of it, accompanied the painted canvas)
walk along the streets surrounding the area where the show is going to take
place, stopping passers-by, singing, sharing invitations, using flags with images
of the cantastorie, dancing and escorting the audience to form a semi-circle
around the Cantastorie.
Until the actual performance starts, the first spectators to arrive will be
entertained with songs, announcements and maybe small objects that produce
sounds, etc. - in short, they are beginning to be engaged in the story.
Performance of the Cederna cantastorie group
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9
THE PERFORMANCE
The performance is the moment when everything prepared can be enjoyed
by the audience. It is the moment the Cantastorie must be able to first capture
the attention of the audience using techniques specific to street theatre:
singing and parading to the place the event will happen, attracting and calling
the audience in and announcing the beginning of the show.
It is crucial that during the performance the Cantastorie stands out from
the rest of the characters: (s)he can wear a hat or some exaggerated makeup,
or, if (s)he is not used to being the centre of attention, a costume which could
help overcome shyness. Also, a short presentation of what the audience is
about to see is very important; the audience can find out that they are
supposed to "help" you in your endeavour or you can keep that a secret.
During the performance, it is essential to keep eye contact with the audience
by stimulating them with questions or actions prepared beforehand or
improvised.
The ending could be obvious, written on the last "page" of the cantastorie
by using "The end", or you can close using a song calling for applause. You can
explain the intention of the performance, "pass the hat around" (ask for
donations), sell fliers with the stories/songs used in the cantastorie, or
distribute other materials with information related to the performance. Of
course, everything depends on the context in which the performance takes
place, and on the group involved in the preparations: for example, passing the
hat around an end-of-the-school-year event could be inappropriate!
"El penell del Mosè Bianchi" performance by the Cederna cantastorie group
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OTHER EXPERIENCES
There is no single way of being a Cantastorie. In fact, everyone has their
own style that shows through their personal poetic language and the way they
act in the public square and on stage. The style is refined with direct contact
with the audience.
Think, for example, of the multifaceted Dario Fo (Italian Nobel Prize
winner who left us in 2016), who had a career as a figurative artist, a theatre
figure of high social and political interest, and who, in his interventions, wisely
combined storytelling, works of art, physicality and singing, in a very personal
style drawn directly from the tradition of the jester. He, like a true medieval
wandering histrion, also invented a language (grammelot) that mixed dialects
and singing, making himself understandable to everyone and stimulating
attention on different levels.
Dario Fo's greatness was, among others, that he was able to bring an
extremely popular and "street" form of performance into theatre without
distorting it, but enriching it, and also making it known to the general public
through his numerous television appearances.
There are many different artists on the contemporary scene, and we are
going to make a summary of who they are, pointing out those closest to La
Corte della Carta in regards of know-how and method.
On the world stage, we would like to point out two entities of great social
value that we feel close to as far as methods and intentions are concerned:
The Bread and Puppet Theater and the Beehive Design Collective.
Next we list Italian artists / theatre companies who carry on the work of
the Cantastorie in various ways.

BREAD AND PUPPET THEATER
“We are the Bread & Puppet Theater because we offer good old
sourdough rye bread together with a great variety of puppet shows,
some good, some not so good, but all for the good and against the
bad. The art of puppetry helps women, men and children alike to
overcome the established order and the obsessive submission to its
politics and consequent brutalities”.
P. Schumann
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Bread and Puppet Theatre performance

The Bread and Puppet Theatre was founded in 1963 by Peter
Schumann in New York and is characterized by a strong political motivation, in
all forms of its expression. Schumann particularly works with rod-puppets and
hand puppets, shadow puppetry, and also with cantastorie. We already
described their method for creating a performance, but we would like to
emphasize the great "community" value the company offers through its
experience, both to those who participate and to those who enjoy their
performances.
First of all, we resonate with the type of non-formal learning that is
offered to the creators' community: in a structured context, but without
"evaluation", the participants become part of a mechanism in which they learn
by looking at others - who are already experienced in these creative
techniques - and actively contribute, initially by "lending a hand" to others, and
then with a personal creative contribution.
This method puts all participants on the same level, except for the
"coordinators" (i.e. those who already have experience) who are nevertheless
open to discussion, within the limits of what the Maestro instructs. Therefore,
people of different ages and backgrounds find themselves collaborating:
seniors and children, actors and amateurs, eliminating social and generational
differences.
Within this type of approach we also find the non-formal learning method:
the preparation of performances is almost always residential and the Company
works a lot in the territory, so community moments occur that go beyond the
work itself, as together you share and learn from others how to cook, play an
instrument, sing and dance, you learn languages (often you meet with
different nationalities and cultures) – and all this is definitely an added value.
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From the point of view of the public, on the other hand, it often happens
that the family and friends of local participants come to see the performance,
so they already have an emotional bond towards it. Moreover, the local people
are involved in the recovery of materials, in the topics addressed, in the choice
of expressions/ stories/ songs that belong to the local culture. The audience is
sensitized through active participation: for example, we remember a
performance in which previously prepared cardboard wings are delivered to the
audience and they are asked to wear them and follow the "flight lessons": the
audience thus becomes an absolute protagonist and, in a playful and reflective
way, explores the meaning of the story through personal experience – an
experience which will remain indelible in their memory.
Finally, the audience is definitely involved at the end of the performance,
when they are given bread with aioli sauce. On the day of the performance,
Schuman builds a brick oven in the end point of the performance (which is
usually itinerant, crossing the village/ city and therefore becoming particularly
visible to the local community), fires it up and bakes the bread he kneaded
with sourdough, bread that will be shared with everyone in a moment of great
communion with the audience. In fact, this important symbolic act is intended
to evoke the importance of theatre and culture, fundamental like the bread we
eat to nourish ourselves, in addition, of course, to the religious reference of the
Catholic Eucharist, in which Christ - the Word - enters the body of his disciples
and becomes part of it. Bread is therefore a gift, it is sharing and accepting.

BEEHIVE DESIGN COLLECTIVE
A very interesting work experience reminiscent of the Bread and Puppet
Theater, but which has a more modern impact and becomes a form of
community theater, has been developing in Maine, USA, since the year 2000.
Here, the Beehive Design Collective uses gigantic illustrations that "tell
stories" to raise awareness particularly about minority rights and the effects of
capitalism. The collective organizes work sessions in which they talk about the
illustrations in a sort of highly participatory cantastorie, which uses active
pedagogy and encroaches on drama therapy. The ”About” section of the
collective says: "Our graphics campaigns are the keystone of our collective. We
have based our existence around creating and sharing this work, using
cartoons and storytelling to break down big issues from the overwhelming
world we live in and present them in accessible, engaging formats. We offer
these illustrations as popular education tools, both to plant the seeds of critical
thought and resistance, and to support ongoing organizing and movement
building".
We recommend reading about their work method on their website,
which combines the technique of collecting experiences and storytelling with
the art of figurative storytelling, aiming to improve awareness and critical
thinking, and, consequently, the society.
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Beehive Collective

TEATRO DEL CORVO, Damiano Giambelli and Cristina
Discacciati
Teatro del Corvo was created by Damiano Giambelli, who trained with
the Bread and Puppet Theater (he is their Italian representative). Damiano and
Cristina are artists who operate between Lombardy, Piedmont and Liguria, but
also around the world, since 1992. They express themselves through puppets
and cantastorie, often mixing techniques.
They use live music and painted canvases, but lately they’ve also been
experimenting with "vintage" objects such as record players. The relationship
with tradition is therefore emblematic: the techniques are taken from the past,
but strike a key of modern reinventing that fascinates and engages the
audience.
Their performances cater to family audiences using many active
engagement techniques, such as gestures, songs, repetitions, and music.
For adults they organize workshops on various topics, including puppets
and themed cantastorie, during which they teach the technique as well as their
great love for this profession.

AREA TEATRO, Alessio di Modica
"I started telling stories because I listened to my grandfather's stories, for
years in his kitchen sitting in a small wooden chair. When he was gone, I
looked for that heart-warming feeling by going to listen to the elders at the
community centre, while others went there to make fun of them - respect also
has to do with culture. I listened to them on the street, by the sea, at the bar,
sometimes even while they were in their beds struggling with old age and
illness. It’s beautiful to be the guardian of their stories, to have given value to
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the oral heritage they so closely guarded and gave to me; it's beautiful then to
have shared it. "
Alessio Di Modica is a Cuntista who carries on the tradition of the Sicilian
cunti (stories). The cunto was in fact born in the street as a folk art, and the
Cuntista is characterized by a skilled narrative technique based on rhythm, use
of voice and breath, often accompanied by a sword to keep the rhythm: in
fact, the first traditional narratives told the stories of the French Paladins, so
the cuntista used the sword, brandishing it and "making it play", as a tool to
capture attention. The greatest living representative of this tradition is Mimmo
Cuticchio.
Alessio's attention is not focused on the repertoire of classical stories, but
on a new contemporary rereading on current topics to create active memory;
he therefore strives to search for and create a new intangible heritage.
Although the figure of the Cuntista is different from that of the
Cantastorie, we wish to point out this artist for his role as "archaeologist of
memory", as he likes to call himself, in a continuous work to recover intangible
heritage that he then transforms into narration.
Among the issues he addresses are Legality, Labour, Civil Rights, Memory.
Area Teatro in active in several other fields, from community theatre to
clownery to figure theatre, and is a very important place of research and
encounters for the area in which it operates: Augusta (in the province of
Syracuse), where the largest petrochemical centre in Europe is located.
http://www.areateatro.it/
http://www.alessiodimodica.com/

MATTEO CURATELLA
He is a Milanese artist, active since 2003 on the national and international
stage.
Matteo wanders the streets - and theatres - with his accordion which is
both an accompanying musical instrument and a playful prop.
In a short interview he talks about his relationship with tradition:
"tradition changes over time, it is important to reinvent yourself continuously
and live the "here and now". I am focus very much on the value of the present,
a present in which time is suspended. The Cantastorie is in fact able to cancel
time and turn to adults and children by making generations irrelevant".
Matteo chooses topics starting from a personal need, a necessity. We
would like to mention among his storytelling performances “The mouth that
devoured the River”, in which he narrates the extermination of the Roma
people during the Nazi occupation.
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LUCA CHIEREGATO
He emerged as author and theatre actor about 20 years ago in the
Milanese area, and he’s been working for about seven years as a Cantastorie,
in the street, with schools, and corporations.
In companies, he brings the art of storytelling into the sphere of public
speaking, while also teaching writing techniques; the purpose of his
interventions is to equip people with tools to go deep into the meaning of the
word.
When he is on the street he does not use any props other than a sign
announcing his presence and invites the public to choose "what story do you
need?".
The choice to undertake this profession derives from an intimate need for
writing and the "desire to encounter humanity". His performances are in fact
characterized by meetings with a number of participants that ranges from
about 1 to 20, in a sort of "private sitting room" that he creates with some
chairs. He tells stories about small objects that have human adventures, with a
repertoire of about 160 stories.
Below is an interview in which he talks about his street work, which
captures some techniques of interaction with the audience (given by the
question-answer model or the repetition of a refrain). You can also notice the
use of voice and singing as a tool to "outline another listening space".
http://lucachieregato.it/wp_site/
We would also like to mention::
• Il Teatro del Rimbalzo - Ombretta Zaglio: They use painted canvases
and musical backup.
•

Felice Pantone: They use live music, crank theatres, accordions.
Among other artists who refer more specifically to the world and
"tradition" of Cantastorie, we would like to mention:
Franco Trincale (the oldest of us remember him in Piazza del Duomo in
Milan, telling the stories of his land, Sicily, characterized by a strong
criticism of the Mafia; he recently left us), Mauro Geraci, Fortunato
Sindoni, Federico Berti, Biagio Accardi, Mauro Checi, Francesca Prestia,
Rosita Caliò, Lisetta Luchini e Agnese Monaldi.
More details here.
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“CANTASTORIE”:
CHRONICLES
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CREATING CANTASTORIE FOR A
YOUNG AUDIENCE “AUNT
MARY'S CUPBOARD”
Xandobela | Educación e Cultura (GaliciaSpain)

I. GENERAL INFORMATION
Socio-cultural context.

Galicia is a region located in the
north-west of the Iberian Peninsula,
an autonomous community in Spain,
recognised as a historical nation
because it has distinctive elements
such as history, collective identity,
culture, and language. It possesses its
own vibrant cultural intangible
heritage, recognised by all citizens
inside and outside its borders.
Unfortunately, this heritage is
enormously fragile because, in today’s
increasingly globalised world, its
validity is decreasing as the
intergenerational chain of
transmission has broken, and mass
culture increased, and as such its

importance and relevance are
nowadays questioned. Measures to
increase its value and reclaim its
validity are therefore urgently
necessary, in order to guarantee its
durability and to build a more
localised community, one that is more
aware of the potential of this rich and
diverse cultural heritage.
Although there are cultural
manifestations that are going strong
(especially regarding Galician music
and dance, which are recovering and
adapting perfectly to new cultural
realities and social uses), it’s clear
that a particular concern is the
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situation of the Galician language,
which is the vehicle that allows the
manifestation of the rest of the
heritage elements. There are
numerous prejudices surrounding the
use of Galician: it is only spoken in
rural areas (with the simultaneous
undervaluation and stereotypical view
of the rural world), it is useless, it is
only spoken by old people without any
education or by people who militate
for certain political views, Galician is
ugly and rough, etc. These prejudices
are strongly embedded in society and
are very difficult to eradicate without
effort on all levels involved. However,
the measures taken in the public
sphere and through the regional

Organizational context.
In Xandobela we have been
working for fifteen years to promote
reading habits and disseminate the
cultural heritage of Galicia through
numerous types of activities:
storytelling performances, literary
games, developing teaching materials
and methodologies, creativity
workshops, etc. This is why, after
receiving the training from La corte
della carta and seeing the potential of
the technique, we saw it fit and
convenient to take advantage of this
opportunity and develop a new

government are evidently insufficient
and even counterproductive, as the
level of knowledge and use of Galician
is declining in giant strides, especially
in the urban area and among children
and youth.
Xandobela, engaged in the
cultural and social reality of Galicia, is
committed to the development of
cultural and educational interventions
that support the process of linguistic
normalization through attractive,
innovative and participatory activities
of cultural dissemination and
dynamization, aimed at the most
susceptible public: children and youth.

performance that could be
incorporated into our repertoire of
proposals for linguistic dynamization
and dissemination of the literary and
oral heritage of Galicia. More clearly,
we thought it was relevant to use the
technique as a storytelling method for
children and/or families, preferably in
a school context, but also very likely
to be carried out in a non-formal
education context, such as libraries,
cultural centres, sociocultural leisure
programmes, etc.

II. TRAINING AND CREATION
Objectives.
•

•

Promote the literary and oral
heritage of Galicia among
children, by implementing an
engaging and interactive
proposal.
Support the linguistic

normalization and dynamization
function of cultural and
educational institutions on a
local and regional level, in
particular municipalities and
schools.
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The group.

The creators: The creators of the
cantastorie are part of Xandobela’s
team of trainers.
● Chus Caramés was in
charge of the narrative
and acting side.
● Nerea Couselo was in
charge of the scenography
and technical side.
We both have extensive and
time tested experience in the design
and development of oral storytelling
performance proposals for the
dissemination of literary and oral
heritage and for linguistic
dynamization aimed for children and
families.

Target group approach.
Xandobela's proposal for
experimentation with the cantastorie
technique within the BABEL Project
was adapted in coherence with our
organizational reality, with the context
where the activity was intended to be
developed, and with the target
audience. Because in reality we are
only two people who develop the
proposal and also because one of our
goals is to ensure the performance
can be done in any cultural and socio-

The target audience: For this
experiment, we had the collaboration
of Oleiros City Council through the
school campaign for linguistic
dynamization organized by its
Linguistic Normalization Service.
Therefore, the target audience were
students and teachers of the
municipality public schools,
specifically students in level 6 of
preschool education (5-6 years old).
The decision about the best ages of
the audience was made after creating
the first outline of the performance:
the literary content, the scenography
dynamics of interaction with the
audience, the aesthetic design, the
approximate duration, etc. are
components that perfectly indicated
the recommended ages.

educational context, we decided it was
appropriate to dilute the need for the
"chorus" as a theatrical component
and exchange it for other mechanisms
of participation and interaction with
the audience, which would be
different each time. This way, the
acting and scenography part is
undertaken by a single person, who is
also the one who invites the audience
to become a "chorus" through various
mechanisms.

Step by step work process.
Time spent for creation: In
Xandobela, we undertook the task to
research the repertoire of stories of
the European oral heritage, so that we
might later adapt and develop the
storytelling performance. During July
and August 2019, we selected the
text, outlined the narrative and scene

structure, and designed the stage
props and the graphics for the
performance. We contacted the
Linguistic Normalization Service of the
Oleiros City Council and proposed that
they support our experiment by
allowing us access to with the public,
and they received the proposal with
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great interest. The creation of the
cantastorie carried on for two more
weeks in January 2020, when tested
the performance and adapted the text
accordingly. The premiere took place
on Monday, February 3rd 2020, and
during that week we organised two
more performances in schools
pertaining to Oleiros City Council.
Choosing the text: The selection of
the literary and oral repertoire of our
cantastorie proposal is the result of
our knowledge of the Galician cultural
heritage and the professional
background of our team – nearly
fifteen years of experience in the
design and development of projects
that encourage children to read.
● „Half chicken” („Medio pito”): a
traditional tale that chronicles
the adventures of a chicken with
only one leg, one wing and one
eye, a „half chicken”, who
wishes to visit the governor of
the nearest fortified city. On his
way there, Water, Wind and Fire
ask for his help, but he refuses
to help them. The story explains
the origin of rooster shaped
weather vanes on top of bell
towers.
● „By Royal order” („Por orden
real”): a folk tale that explains
why flies always buzz around a
cow’s tail.
● Galician folk song „Vouvos a
contar un conto de 25 mentiras”
(„I'm going to tell you a tale of
25 lies”).
We already knew these stories
and had been wanting, for a long
time, to create a performance for
them, so the selection of the
repertoire was quite clear from the
beginning.

Decisions concerning scenes and
scenography:
● Giving the whole performance a
narrative nexus: since the
performance was composed
proposal of three different
narrative elements, we found it
necessary to create a general
narrative plot in which the three
texts would be coherently
connected. By analysing the
common elements of the three
texts, we saw that it made
sense for the general plot to
star the narrator herself who, in
the first person, receives
answers to her endless
questions about the things
around her, and therefore
connects with the innate
curiosity of the audience: Why
are cows always surrounded by
flies? Why are there roosters on
top of bell towers? Can you lie
without hurting anyone? The
one who answers all her
questions is Aunt Maria, through
the stories and songs she keeps
as treasures in the cupboard of
her house; the choice of an
elderly woman is not without
substance, on the contrary, it
aims to pay homage to the
essential role of women in the
transmission of cultural heritage
in the domestic environment.
● Choosing a cupboard as a
structure for visual and
narrative support: for the same
reasons explained in the
previous section, we also found
it useful that our cantastorie
could house the three texts in
one single place or canvas. The
possibilities offered by the
cupboard and its doors,
together with its strong
symbolic power, were irresistible
to us, despite the structural
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difficulties its creation was going
to pose. Therefore, we chose to
paint a cupboard on a large
canvas and give it doors that
would open to show the
drawings corresponding to each
of the three narratives.

● Moving elements to play with.
In order to make the
performance more dynamic and
engaging, and aiming to
guarantee the attention of such
a demanding audience as
children often are, we chose to
create mobile elements to
interact with during storytelling.
They are elements with
symbolic meanings:
◦ At first, the cupboard is
hidden by two pieces of black
fabric. We drew some „ZZZZ”
on one of them to symbolize
that Aunt Mary is sleeping
and that the narrator, with
the help of the public, wakes
her up; on the other one, we
drew the front door of the
house, which is then moved

aside to show the cupboard,
which symbolizes that Aunt
Mary welcomes the narrator
and is willing to answer her
questions.
◦ The cupboard doors open to
show drawings that support
the narration of each of the
stories and the song that
answer the narrator's
questions. The surprise effect
is guaranteed.
◦ In the story „The real order”
the plot takes place during a
great feast. Dishes with
banquet meals are elements
external to the canvas itself
and are presented as the
feast progresses.
◦ A spoon is used as a baton to
guide the performance of the
song. The unconventional
use of objects known and
recognized by children is a
simple humorous resource
that helps create
expectations and maintain
their attention and
motivation.
◦ Surprise flap: on the canvas
of the story „Half chicken”
the drawing of the fortified
city is actually a flap that
hides the image of a real
weather vane.
● Mechanisms that guarantee
interaction: we turn the
audience into a „chorus”
through simple but effective
narrative elements:
◦ To awaken Aunt Mary, the
narrator and the audience
have to recite a few verses
loudly and repeatedly.
◦ To open each of the
cupboard's doors, the
audience has to perform
certain actions (yell, clap,
blow, etc.).
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● The final song is performed by
the narrator together with the
audience: the „chorus” has to
clap and the text is full of
drawings that children have to
decipher in order to continue
singing.
Building the cantastorie
installation: The actual building of
the cantastorie installation began
once we were clear on the detailed
narrative of the performance and we
had drafts of canvas design and the
drawings for each text. Our biggest
challenge, however, was building a
stable, durable, portable and easy-toassemble structure to mount the
canvases of the cantastorie, since, as
we mentioned earlier, our intention
was to create a quality cultural
product that could be repeated on
demand and incorporated into
Xandobela's repertoire of day to day
activities.
The difficulties that we had to
overcome were:
The need for the main canvas
with the drawing of the
cupboard to be large enough
that each door opened could
show the drawings of the
corresponding story clearly and
intelligibly from a certain
distance;
Giving the doors some rigidity
to allow them to open and close
without affecting the physical
integrity of the canvas;
Making the structure portable
and easy to assemble
anywhere, without additional
material requirements.
To overcome these difficulties,
we chose to build a wooden structure
with strong side, mount lighter
crossbars inside of it and attach the
canvases with velcro straps. Before

this final solution, we experimented
with and discarded several
alternatives: we discarded the idea of
using metal tripods, prefabricated
structures typical of portable
advertising installations, using wood
or other materials instead of fabric,
etc

Once the base structure was built
(final dimensions 190*160 cm), we
undertook the task of designing the
system of velcro straps and
overlapping canvases. Once these
structural issues were resolved to our
satisfaction, we set out to do the
drawings. The design and creation of
the drawings on the canvases was
relatively simple once the structural
issue was resolved. Finally, we created
the moving objects: the black pieces
of fabric, the food, the spoon-baton.
The final result is a stable and
portable, relatively light installation,
which takes five minutes to assemble
and disassemble no matter the space
available.
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Choosing the venue: To experiment
with cantastorie we chose to take
advantage of our contacts with our
local partners, in particular with
Oleiros City Council, with whom we
have been working for more than five
years to develop and run school
campaigns for linguistic dynamization.
The main reasons behind this decision
are:
● Choosing the main target group
of the performance: since in
Xandobela we were clear that
our performance was going to
be for children, we concluded it
was relevant to run these first
experiments in schools, to
ensure the attendance of the
public.
● Thanks to the existence of the
Linguistic Normalization Service,
Oleiros City Council was open to
the risk of hosting experimental
activities of linguistic
dynamization.
● The existence of the language
dynamization program aimed at
schools, with which Xandobela

has been collaborating for five
years and which allows us to try
new proposals for educational
and cultural intervention in a
well-known, comfortable and
constructive environment. This
also facilitated the proposal to
be evaluated by various
education and culture
professionals (teachers,
municipal technicians and policy
makers), in order to know their
opinions and adapt the activity
according to their feedback.
● Suitability, coherence and
agreement between the
objectives of the three types of
stakeholders involved: with the
implementation of this initiative,
Xandobela (and by extension
the Babel project), the Municipal
Linguistic Normalization Service
and the schools all achieve their
learning objectives, which are
normalization of the Galician
language and cultural
dissemination (concerning
language and literary and oral
heritage).
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Challenges.

As stated before, the biggest
challenge we had to overcome was
the design and construction of the
wooden structure that carries the
canvases, and the design of a strap
system that guaranteed the physical
integrity of the fabric.

The process of memorizing the
texts we created was also a challenge
because we decided that all dialogue
between the narrator and Aunt Mary
should be in verse, following the
literary structure of traditional
rhymes.

III. PERFORMANCE
Choosing the venue.

The performance was held in
three schools pertaining to Oleiros
City Council, which hosted it in
spacious rooms, with good acoustics
and no furniture. CEIP A. Rabadeira
offered us the library; CEIP Luís
Seoane offered a classroom for

psychomotor activities in their
preschool building; CEIP Parga Pondal
offered a classroom intended for
multiple uses. In all three cases we
chose not to use chairs and to seat
the children on the floor.
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Strategies to promote the performance.
We took advantage of the close
relationship we established with
Oleiros City Council Linguistic
Normalization Service as a result of
more than five years of fruitful
collaboration to bring them our
proposal for this performance through
the call for the school campaign of
linguistic dynamization of the 20192020 academic year. Once they
accepted our proposal, the municipal
technical staff contacted the schools
directly to offer them the activity,
which resulted in four schools showing
interest.

In this context, the work
Xandobela did to promote the
performance was:
 Designing and creating the
visual identity of the
performance.
 Writing promotional texts,
creating the artistic and
technical sheets and designing
the info pack, which we then
delivered to the technical staff
of Oleiros City Council to be
distributed in schools.

Duration.

The duration of each performance is around 34-40 minutes.

Multiplication.

So far we did three performances
and they were all very satisfying. We
anticipate that the quality of the

performance will increase with each
instance.
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IV. CONCLUSIONS
External feedback.

We explicitly received positive
feedback from both the teachers and
the municipal technical staff of the
Oleiros City Council. They particularly
appreciate the way the performance
engages children to actively
participate in the storytelling as a
strategy to encourage them to
express themselves in Galician.
Our perception, through
observing the audience, has also been
generally positive, although we did
notice some small details to improve
in the performance and the design of
the stage elements, improvements

Internal evaluation.

For Xandobela, the cantastorie
technique shows huge potential of
adding and contributing to our usual
activities that aim to the
dissemination of literary and oral
heritage, linguistic dynamization, and
promoting reading habits. From the
beginning, we took on the challenge
of developing a complex product that
can be replicated indefinitely:
although the process was hard and
full of uncertainties and doubts, we
are extremely satisfied with the result
– both the storytelling and the
installation itself. Our satisfaction is
further increased by the positive
feedback we’ve had so far from the
audience.
Should we ever be in the position
to create another such performance,
we are confident, thanks to the
practical experience we have gained,
that our technical decisions would be
better oriented and the process itself

which we will certainly make during
the next performances. Despite this
constructive self-criticism which is, in
fact, a necessary part of our usual
professional practice and which allows
us to constantly improve, we are
happy to note the high levels of
enthusiasm, surprise, curiosity and
involvement from the audience.
In short, the proposal perfectly
achieves the aim of disseminating oral
and literary heritage in general, and
Galician oral and literary heritage
among children's audiences in
particular.

would be much more efficient. Thanks
to this experiment, we’ve improved
our capacity to generate and run such
a project in all its elements and
phases, while also integrating our
mission of disseminating literary and
oral content enhanced by a theatrical,
aesthetic, and artistic dimension.
We are also aware of certain
elements of the cantastorie that would
work better with certain adaptations.
After these early experiments, we felt
the need to make small adjustments
both in the storytelling part, as well as
in the design of the canvas
illustrations, in order to ensure that
we take maximum advantage of this
technique’s potential to engage the
audience converted into chorus and in
order to consolidate the final aim of
the performance, which is to
disseminate Galician literary and oral
heritage.
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Transfer of competencies.
In Xandobela, we are considering
the possibility to further explore and
exploit the potential of the cantastorie
technique in order to fulfil our
organization’s mission by coming up
with activities that allow us to
diversify and expand our portfolio:
● Once „Aunt Mary’s Cupboard”
performance is tested and
perfected, we will most certainly
offer it as an activity for various
regional cultural circuits and we
will perform it on demand in all
kinds of cultural and socioeducational institutions
(libraries, cultural centres,
schools, etc.).

● We anticipate the possibility of
using the technique in the
future for similar initiatives
aimed at promoting the use of
the Galician language and the
dissemination of literary and
oral heritage.
We will research perspectives
that the cantastorie technique might
open for us concerning project
proposals for collective training,
intervention and creation with the
participation of individuals or entities
who are interested either on a training
or professional level, or on a personal
or social level.
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AN EXPERIENCE WITH A
SCHOOL FOR SPECIAL
EDUCATION

UNIVERSITUR ASSOCIATION (Romania)

I. GENERAL INFORMATION
Context.

Universitur Association is based
in Bucharest, which is both the
capital, and the largest and most
populated city in Romania. However,
we have recently expanded the scope
of our activities to secondary schools
and high schools in the in the South,
South-East and South-West
development regions of Romania. This
has mainly been the effect of our
collaboration with Philmys Cultural
Association on current social issues of
general interest. Together, we’ve
tackled issues such as the exodus of
the young generation, depression,
emotional abuse and violence among
young people, and even offline
education as a response to the
increasing internet addiction of
children and youth. Their valuable
skills, acquired through experience in
youth work and a formal training in

Arts, made them our ideal partner for
this project as well. In it, we
combined our experience and formal
and non-formal education skills in
various fields to deliver cantastorie as
a method to promote literary heritage
among underprivileged children.
As far as our research shows at
the time of creating this Guide, there
are no recorded instances of
individuals, organizations or
institutions using cantastorie in
Romania. Moreover, our research did
not reveal an equivalent or a similar
concept to the Italian cantastorie in
Romanian history.
The only remotely similar
experience Universitur has in this area
is our collaboration in the early 2010s
with Sicilian artist and trainer Alessio
Di Modica, who specializes in theatre,
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clownery, and the Sicilian tradition of
cantastorie and puppetry. However,
Alessio’s method, as we understand it,
is quite different from the method
proposed in this Guide, so we can only

mention it as an early experience that
made us aware of the concept of
cantastorie, and not as a formative
experience for Universitur.

II. TRAINING AND CREATION
Objectives.
•

•

Promote literary and oral
heritage among school children
in a creative and interactive
way.
Show teachers and youth
workers a non-formal and

The group.

Our creative group consisted of
two subgroups:
● The main creative and
facilitation group, with 3
members who were all in charge
of non-formal education (NFE)
and creative facilitation, as well
as logistics:
◦ Anca Tudoricu (Universitur),
who focused on NFE
facilitation and logistics, as
well as communication with
the school;
◦ Eliza Donescu (Universitur),
who focused on storytelling
and logistics; she is part of
Universitur team.
◦ Sabina Grădinaru (Philmys
Cultural Association), who
focused on storytelling and
creative facilitation. We
included Sabina as an
opportunity to pass on the
cantastorie method to
another youth worker, while
recruiting her skills to help
our initiative. Sabina has
years of experience as an
actress, playwright and youth

interactive method they can use
to create an interdisciplinary
project or lesson (with learning
objectives serving language and
literature class, art classes, and
class counselling).

worker. During her rich
career in youth work, which
revolves around art
education, she has already
mastered multiple
methodologies in working
with underprivileged children
and children with behavioural
issues. She is also the cofounder of Philmys Cultural
Association, which has been
our partner since 2018. Her
inclusion in the creative team
was highly beneficial for the
overall results of our
initiative, given the
characteristics of our target
group. She made effective
and constructive proposals in
the process of drawing up
the work programme,
coordinated the creative
process and created the final
show together with the
children.
● The secondary creative group
consisted of the majority of a 7th
grade class from the school we
approached for the cantastorie
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local initiative: 10 students
between 12-14 years old with

intellectual and/or behavioural
disabilities.

Aproximación al grupo destinatario. Elección
del lugar y del texto.
We believe that cantastorie can
be an efficient method for promoting
literary heritage among children, a
target group that faces the temptation
and risk of spending excessive time
online, while, in most cases, having a
real "aversion" to traditionally
published literature. For this reason,
while also aiming to achieve a greater
social impact, we decided to work with
children, specifically with an
underprivileged group.
Initially, our intention was to
work with a centre for institutionalized
children located in Bucharest’s 2nd
district. But bureaucracy and a
marked lack of interest from the
authorities in charge with their care
made this very difficult for us. Our

attempts to obtain a collaboration
agreement involved countless phone
calls, emails and official addresses
that had almost no positive result.
However, in the process, someone
recommended us to a special school
for children with disabilities, namely
Special Middle School No.4, located in
Bucharest’s 4th district - and we were
able to contact and meet its decision
makers.
The school is a traditional one,
built in the early 1900s. Over time it
has had different names, depending
on its specific role and target group. It
is currently a school complex made up
of:
1. A kindergarten for preschoolers with special needs;
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2. A preparatory school;
3. A Special School with Grades
I to X for students with mental and
neuromotor disabilities and other
associated impairments.
We initially contacted the school
psychologist and were able to
schedule a meeting to present our
proposal. On January 21st 2020 we
had a meeting with the principal, the
speech therapist, and the school
psychologist, to whom we presented
the project as a whole and our
proposal to work with the students.
They were receptive to our ideas and
so we found our next target group –
children with disabilities.
The school was in fact happy to
receive us and let us work with the
children. After a preliminary analysis,
the school suggested we should work
with the B class of the 7th grade,
which included 14 students with
moderate disabilities, mainly with
attention deficit and mental
impairment. We proceeded to visit the
work space provided by the school
and agreed on the working hours.
We decided on a preparation time
for the cantastorie of maximum 2
hours per day, for one school week,
taking into account the attention span
of the children and their particular
needs. We worked with the children in
their classroom and in the school play
room.
Before choosing the text for the
cantastorie, we discussed it with the
principal and the school psychologist.
We wanted to choose something
connected to the 7th grade curriculum,

but they suggested we choose
something outside of it to make it
more attractive. We also discussed the
audience profile, namely other
students from the school, some as
young as 7 years old, and some with
severe intellectual disabilities.
After meeting the children and
assessing to what extent we can work
with them, we chose a lesser known
Romanian children’s story that
proposed a twist on another (very well
known) Romanian story. The story we
chose was about a very spoiled baby
goat who lived with his mother, aunt,
and grandmother who attended to his
every whim. When the three adult
goats leave the baby goat home alone
for a day, his habit of screaming and
crying every time he wants something
gets him in trouble with the fox, the
bear, and the wolf. At the end of the
day, the baby goat learns the
importance of being more
independent and taking care of
himself.
Why we chose this text:
● It’s short, so we could read it
with the children a couple of
times in preparation without
losing their attention;
● It contains repetition of certain
key phrases and a nursery
rhyme, which made it easy to
involve the choir;
● It’s simple, so everyone in the
public could understand and pay
attention;
We thought a message of being
more independent and self-reliant
might be good for our target group.

Step by step work process.
During the 5 days of work, we
spent about 2 hours/day working with

the children at school. We then spent
a few more hours every day working
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just with the main creative group in
the Universitur office, in order to paint
the canvas and prepare the materials.
Day 1: On the first day we did
group building and storytelling
activities with the children, to get to
know each other and to see what their
interests and abilities are.

Among the first activities we did
was one that we planned especially to
bring their entire experience full circle
at the end of the performance: we
asked each child to draw a selfportrait and sign it. We then used
these self-portraits in the storytelling
activities of the day, encouraging
them to talk about themselves and
their passions by imagining they have
superpowers. We wanted to break the
ice this way and show them that
storytelling is not something hard or
complicated. We also wanted to
empower them and make them feel
confident as superheroes for the work
we were about to do together. After
the first work session, these became
their superhero self-portraits and we
put them aside only to prepare a
surprise for them later.
After the work session, we had a
debriefing with the teacher and school
staff, and then we had an internal
meeting to choose the text and decide
the story episodes and draw sketches.

We started drawing on the canvas.
Day 2: At school, we continued
the group building and storytelling
activities with the children. We read
the story together for the first time,
and then discussed it to see what they
think and which parts draw their
attention the most.
After school, we had a work
session with the main creative group.
We took the children’s feedback and
finalized the episodes of the story. We
finished the canvas drawings –
contour only, no colours.

Day 3: At school, we showed the
children the canvas drawings and
asked them to help us paint and add
colours. While the children were
painting, the adults assisted them and
talked about the episodes and
characters they were painting, to keep
the story fresh in their mind.
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After school, the main group
finished painting the canvas and
worked on other props and materials.
We had to finish painting without the
children because time was short and
because some of the children with
attention deficit didn’t manage to
finish painting in the time we spent
with them. After we finished painting,
we structured the text for each
episode and decided where the choir
should come in and what they should
say.
Day 4: At school, we showed the
children the finished canvasses. We
sat in a semicircle and read the story
again, this time with someone flipping

the painted canvasses as the story
progressed. After reading, we
explained to the children how the
performance was going to take place
and we assigned roles, taking into
consideration what each of them
wanted to do. We spent the rest of
our time with them rehearsing and
fine tuning the performance, making
sure they remember what they need
to do and say. In the end, the roles
were as follows: from the core
creative group, Eliza was the
storyteller and Sabina lead the choir.
One child was the secondary
storyteller, who intervened with key
phrases from time to time. Two
children were in charge of flipping the
canvasses and the rest were in the
choir. In order to involve them as
much as possible, we had props
representing the goats and assigned
each one to a child so they can
emphasize key moments of the story.
After school, the core group had
a brief meeting to make some
adjustments to the performance
based on the children’s feedback and
involvement during the rehearsal.
Day 5: At school, we met with
the children and rehearsed twice, then
had the performance in front of
approx. 25 children and their
teachers. Without them knowing, we
added one final canvas that was
unveiled at the end of the
performance. The canvas contained all
of their self-portraits, in a symbolic
gesture to show what an important
part they played in shaping and telling
the story.
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Creative logistics and the cantastorie
installation.
We decided to use a double
canvas supported by an adjustable
backdrop support stand (used in
photography). The idea of the double
canvas came as a solution to simplify
the drawings: because the main
character was in every episode, we
decided to draw it on the canvas on
the right, which remained static, but
was added various props or
movement effects according to each
episode. The episodes of the story
were represented on the canvasses on
the left and were flipped by the
children. This way, we only had to
draw the main character once and we

had more time to work on everything
else. Aside from the double canvas on
the stand, we also made props the
children could use to suggest other
characters and some of the action.
This creative choice also served to
manage the group and make sure
every child involved has a role in the
performance and feels empowered
and motivated to participate.
The performance also had a
musical component: the choir sang a
nursery rhyme for one of the episodes
and every time we flipped the canvas,
it was marked by the sound of a
percussion instrument.

148

Challenges.
•

•

One challenge we knew we had
as a team (even among our
volunteers) was the lack of
artistic abilities such as drawing,
painting, and singing or playing
an instrument. We addressed
this even before finding our
target group, by partnering up
with Philmys Cultural
Association. Even so, it would
have been ideal to have at least
one more artistically inclined
person in our group.
Another challenge was working
with children with intellectual
disability, so we found ourselves
at least two steps outside our
comfort zone: one step because
of the new tool we were using
and another one due to the
target group we chose. With the
help of their teachers and
relying on our combined
experience in facilitating non-

•

formal education activities, we
managed to adapt quickly to
their particular needs. However,
flexibility was key: the learning
and creative process was very
different than what we had
initially prepared, so we had to
make many adjustments along
the way.
We could have used more time
for the creative process with the
children. Unfortunately, it was
difficult enough to keep them
focused and interested for more
than 2 hours every day because
they also need a lot of
movement and many of our
activities required repetition and
prolonged focus on one single
task. We believe that 2
hours/day with the children was
the right choice, but in the
future we would like to add 1 or
2 sessions to the overall
process.

III. PERFORMANCE
When it became clear we would
work with students of the Special
School, the decision came naturally to
have the performance there as well.
We wanted to bring cantastorie to
these children and their teachers as a
new way they could approach books
and stories, since many of the
students here have attention deficit
disorder and reading difficulties.
Initially we thought of inviting
some of the parents to the
performance, but there were several
obstacles: the work sessions and
performance all took place in the

morning, so parents were at work;
also, many families were from out of
town and their children either lived in
the school dorm or had a long
commute every day to and from
school. In the end, the school
principal invited some of the students
and teachers who had non-essential
classes at that time. Given the
„inside” nature of the performance,
the only promotion was internal,
among the school staff.
The performance itself took 10
minutes, but the entire event took
around 30 minutes. We gave a brief
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presentation in the beginning. At the
end, we called the name of each child
who participated and gave them a
small prize in front of the audience.
After all this, we also had a brief

discussion with all the teachers
present and answered their questions
about BABEL, Erasmus+ and
cantastorie.

IV. CONCLUSIONS
External feedback.

The most rewarding part of this
experience was the continuous
feedback we received from the
children in the secondary creative
group. The process was quite difficult
and it required a lot of energy, but the
effort was worth it. Every day, the
children would ask if we are coming
back the next day and what we have

planned for them. They were excited
to work with us, but before the
performance they became worried
that the audience would laugh at
them. Even so, they gave their best
effort for the performance and
received a lot of applause in return.
After the performance they asked
when are we coming back again and
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they were disappointed to learn that
our time with them was over.
The feedback from the principal
and teachers was very positive as
well. They welcomed our initiative to
do something active and creative with
the children because these are the

Internal evaluation.

For Universitur, cantastorie opens
a whole new perspective on our ability
to work with our youngest target
group. We have already been
expanding our horizon to secondary
schools and looking for new tools and
methods to use in our projects. This
tool fits with our appreciation of
storytelling and helps us improve
some of our existing and future
partnerships by allowing us to bring
added value to them in the form of
innovative methodology. Furthermore,
cantastorie opens a new door for us in
terms of heritage interpretation, a
field we are extremely interested in
due to our Human Geography
background.
Cantastorie is a very valuable
interdisciplinary tool that can be

kind of activities that best suit their
cognitive development needs.
Furthermore, they were interested
both in the new tool and in the project
and asked to keep in touch for further
collaboration.

useful to many people in the formal
education system as well, people who
wish to make their teaching process
more dynamic and attractive, people
who value and foster team work and
peer to peer learning. These are the
people we target when establishing
new partnerships with the formal
education sector, so we believe
cantastorie will become a very
attractive asset in our toolbox.
On a more personal level, our
experience with this tool pulled us a
little further out of our comfort zone
and gave us a chance to expand our
personal and professional horizon. It
also reminded us how important
collaboration and capacity building are
for the longevity of our organisation
and the quality of our work.
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Transfer of competences.
After helping us with this
endeavour, Philmys Cultural
Association decided to write a
nationally funded cultural project
involving cantastorie and run it on a
regional level. However, given the
unfortunate events of 2020, this and
many other projects have been put on
hold.

Overall, we feel good about
passing on this tool to our Romanian
partners and we are looking forward
to share it with our international
partners as well. On a national level,
our plans are to employ this tool when
working with schools and other
institutions and attract teachers and
youth workers for passing it on.
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“RIFÃO QUOTIDIANO” AT THE “FIADEIRO
DE CONTOS”
APDP-Associação Para o Desenvolvimento de Pitões (Portugal)

I. GENERAL INFORMATION
Social and cultural context.
Barroso, or Terras de Barroso, is
the typical name of a very authentic
region where the municipalities of
Montalegre and Boticas are located, in
the district of Vila Real, in Trás-osMontes, northern Portugal. It is
situated on a plateau between the two
highest mountain chains in Portugal
(Larouco and Gerês). This region has
distinct characteristics, with very deep
roots, and its culture is proudly
preserved to the greatest extent,
making it possible to maintain the
continuity of customs and traditional
daily activities, and employing events
and the Barroso Ecomuseum to
maintain traditions that cannot be
carried out as part of daily life.
There are no indications in this
region of known experiences similar to
the cantastorie technique, but there
are others, no less important, that are
part of this very frank and unique
people. Even in the present day, the

people of these lands have ancestral
traditions, reflections and customs
inherited and transmitted orally from
one generation to the next. They have
their own language and still believe in
all the folk wisdom, superstitions,
rituals and customs of their ancestors.
There is a combined effort by the
Local Councils, the Barroso
Ecomuseum, and the Associations of
Montalegre and Boticas municipalities
to preserve the impressive intangible
heritage that characterizes and sets
this region apart from others. There
are still many elders who retain
knowledge about a set of cultural
manifestations such as agropastoral
community life (which is going
extinct), folklore, medieval poems (in
Portuguese: „romances”), proverbs
(passed on in oral tradition and
considered folk knowledge), the socalled „friend songs” (traditional
„cantiga de amigo”), sayings, healing
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prayers and charms, etc.
As Domingos Chaves said (in the
Diário do Minho), defining the Barroso
culture is like „looking into our soul,

Location.

Pitões das Júnias is a village
located in Terras de Barroso, in the
municipality of Montalegre. This
village is situated in the PenedaGêres National Park, at an altitude of
1200 meters, and it borders with
Galicia to the North. It has an area of
36,890 km2. Its origin dates back to
the 9th and 11th centuries, similar to
the origin of Santa María da Júnias
Monastery and the Matriz Church,
which are found in the village.
The Association for the
Development of Pitões (APDP Associação Para o Desenvolvimento
de Pitões) is located in Pitões das
Júnias. All the activities this
association implements and promotes
are always carried out in Pitões das
Júnias, involving the local community.
From the youngest to the oldest
generation, everyone is part of this
slice of culture, where activities are
carried out inside the community for a
common good: remembering,
preserving and disseminating the
traditions of Pitões das Júnias.
Since the village of Pitões das
Júnias is located in Terras de Barroso,
its culture is similar to that of the
region. Apart from that, the
geographical characteristics and
natural beauty of this village played a
part in keeping its small population,
preserving its customs and traditions
and its cultural individuality, as well as
the characteristic medieval aspect.
Pitões das Júnias has 161
permanent inhabitants - 94 female

our identity, our way of being, of
living, of existing in the world” and
saying – „we are Barreses/as and
proud of it”.

and 67 male. Fifty percent of these
inhabitants are over 60 years old3.
They live off agriculture and raising
livestock; however, some of them
chose to offer local tourism
accommodation and manufacture and
sell typical local products. In summer
the population quadruples, what with
migrants returning home and tourists
filling all the local accommodation.
The inhabitants have always been
a convivial and hospitable people.
They therefore feel the need to create
reasons for people to get together and
they have a desire for activities that,
beyond promoting good relations
inside the community, bring up a
„revival of the past”. In any event or
activity organised by APDP, the Local
Council, Barroso Ecomuseum or any
other local entity, the inhabitants get
together and end up introducing to
something intrinsic to the tradition of
Pitões das Júnias (a song, a dance,
etc.).
And if the people of Barroso say
„we are Barreses/as and proud of it”,
the people of Pitões say, with selfconfidence, that their pride is even
greater: „I am from Pitões and I am
proud and happy about it!”,

3Information obtained from the 2011 Census.
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II. TRAINING AND CREATION
Objectives.

APDP's first contact with this
innovative technique of promoting
intangible and literary heritage –
cantastorie, was through some
examples, videos, and images that
our partners from La Corte Della Carta
showed us in various transnational
meetings of the previous Erasmus+
project – „The Adventure of Reading”.
Later, when we started BABEL project,
we attended the presentation of a
written story through the cantastorie
method, facilitated and exemplified by
a member of La Corte Della Carta.
After this, once we understood
the cantastorie technique, APDP set

The group.

Before talking about the group
and all the decisions concerning it, it
is essential to mention that APDP
believed it necessary to show the
cantastorie prepared and experienced
with in Santiago de Compostela. It is
also essential to mention that during
the cantastorie training provided by
La Corte Della Carta in Santiago de
Compostela (June 2019), the
members of APDP who took part in it
selected a common story, quite
traditional in Portuguese literature –
„Rifão Quotidiano” by Mário Henrique
Leiria.
During the training, following all
the steps indicated for the creation
and execution of the cantastorie
technique, eight canvases were
created, which illustrated different
parts of the story. The canvases were

the objectives we intended to achieve
with it.
Taking into account the main
objective of BABEL – developing
innovative techniques for the
dissemination of oral literary heritage,
APDP aimed to recreate and promote
an oral tale, with the participation and
involvement of the inhabitants of
Pitões das Júnias. Furthermore, the
intention was to innovate and show
the local community and the visitors
alike a new method of telling a story
in a fun way, where everyone can
participate.

painted and decorated in order to be
attractive.
After the training, back in Pitões
das Júnias, taking into account the
theme (folk comedy) of the story
performed through cantastorie, a
younger group was selected to
participate in the presentation.
This is a group of ten young
people between the ages of 8 and 17,
who are part of the „Amigos de
Pitões” Book Club. The Book Club was
created during the ACNE project and,
since then, they take part in all the
activities promoted in Pitões das
Júnias and even contribute to new
activities by giving ideas and
suggestions for cultural events
inserted in existing events or other
such activities.
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Target group approach.
The group was not selected
specifically. As noted above, a group
of young people was selected to
observe and attend the cantastorie
performance of „Rifão Quotidiano”
previously prepared during the
cantastorie training. At the time of the
performance, the group loved the
drawn images (a quite caricatured old
woman, an anthropomorphic fruit with
eyes and mouth, some oversized body
parts of the old woman...) and the
text. Having seen it, the young people
wanted to improve it graphically by
making all the canvases the same size
(80cm x 110cm), adding more colour,
adjoining the canvases at the top and
fixing them onto a wooden stick so
that they could be more manageable
and practical. All this was created

independently by the group, with the
intention to give a performance for
the inhabitants of Pitões.
With this in mind, it can be said
that the group was created
autonomously, without the purpose of
selecting it to create a cantastorie.
APDP intended to present the
above mentioned cantastorie to the
Book Club so that its members would
have fun and learn something new – a
fun new tool. However, it never
occurred to us to select the Book Club
to work on the new technique. The
events unfolded on their own and the
group's commitment and motivation
emphasized the presentation of this
humorous tale to the people of Pitões.
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Step by step work process.
The group intended to use the
same text they had previously seen in
our performance. APDP worked with
the group to decide the best date for
the new performance of the
cantastorie, as well as the place and
all the necessary steps:

Choosing a place to prepare the
performance and rehearse: the
open library of Pitões was
unanimously chosen for this step, as it
offers various materials and amenities
for projects of this type.
Scheduling the tasks to be
performed for the improvement of
the cantastorie: the group worked
intensely during the weekend of July
13 and 14, from 16h to 20h; they
focused on improving each canvas,
adding more colour and frames. They
also sewed the canvases together,
fixing them to a wooden stick at the
top, in order to turn each canvas to
the back, like a page, during the
performance. All this turned the
installation into a performance –
dynamic, full of colour, dynamism
and, where needed, graphical
elements showing the message of the
text in humorous images.
Scheduling the rehearsals: the
rehearsals took place on the afternoon
of July 20, from 14h to 18h. The
group experimented with various
chorus styles and various ways of
starting the cantastorie. In the end,
the group decided to have one person
read the text in the beginning, in
order to catch the public's attention
with its humorous topic.

Subsequently, the cantastorie would
be initiated by a person acting as a
guide or a conductor (someone from
APDP) equipped with a baton that
would guide the chorus (the members
of the Book Club) and keep the
rhythm of the text. As a finishing
touch, with the intention of involving
the audience, a well-known folk song
from Pitões das Júnias was chosen,
replacing, in the lyrics, the word
„orange” with the fruit from the story.

All this work and dedication
allowed the presentation to become a
performance with a lot of dynamism
and empathy from the creators,
actors, and adult audience alike.
Date of the public performance: in
order to have the performance in front
of the largest possible audience, the
date chosen was that of a well-known
event in Pitões das Júnias: Fiadeiro de
Contos. The cantastorie was
performed on July 21 at 18:30h,
closing the event: VI Fiadeiro de
Contos.
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Challenges.

Time management was
undoubtedly the greatest challenge
concerning the efforts to improve and
finalize the cantastorie installation.
The rehearsals also depended on
completing this step, and the time for
the actual performance was also very
short.
The presentation of the
cantastorie to the book club was
made on July 7, at 18h. That day,
after the presentation, the group, as
already indicated, showed a lot of

interest in working to perform the
cantastorie. The schedule for the
following steps was set on that same
day.
After all of this, only three
(partial) days were left to work on this
project, since the APDP members, for
professional reasons, would not be
available during the rest of the week.
This is how the above mentioned
schedule of the organizational stages
was decided.

III. PERFORMANCE
Choosing the venue.

When setting the date for the
cantastorie performance, it was also
decided that it would take place in
Largo do Eiró (a wide open space in
the centre of the village); this is also
where the stage and audience seating
area would be for the storytellers
present at the Fiadeiro de Contos

event, throughout the weekend.
Therefore, it was on the same stage
where famous storytellers had
performed that this performance took
place as well: Rifão Quotidiano by
Mário Henrique Leiria, presented by
the „Amigos de Pitões” Book Club
using the cantastorie technique.
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Strategies to promote the performance.
APDP has a direct collaboration
with local partners, which brings
added value in terms of the support,
promotion, implementation, and
dissemination of all the activities it
organizes.
Because this activity was included
in the event VI Fiadeiro de Contos, it
was also featured on its promotional
poster and included in all promotional

Duration.

The text is very simple and short,
as it is an everyday saying – an
aphorism. Therefore, it was necessary
to employ several repetitions and be
playful with the chorus and the
images on the canvases in order for
the performance to last a little longer.
The final song was also added not

Multiplication.

There were only two
performances of the same cantastorie.
One was organised for the Book Club
by four APDP members. This
performance was very basic, with a
conductor and a baton, and three
people in the chorus. The intention
here was to make the technique
known to others and show how
dynamic it is, „opening the door” to

strategies carried out for this event:
websites of the Municipal Chamber of
Montalegre, Barroso Ecomuseum Espaço Padre Fontes, Pitões das
Júnias Local Council; Facebook pages
of APDP, Pitões das Júnias Local
Council, Corte do Boi Ecomuseum;
media channels of Montalegre and
Radio Montalegre.

only to engage the audience, but also
to make the performance longer.
The performance lasted 7
minutes. In the end, however, the
audience continued to sing the
suggested song and then moved on to
other songs, singing and dancing in a
circle.

the imagination and creativity of
teenagers.
The other performance was
described in the previous chapter,
where the group (under the guidance
of three APDP members) added to the
artwork, prepared the storytelling,
and created the whole setting that
made it possible to perform an
incredible cantastorie.

IV. CONCLUSIONS
External feedback.

The feedback was very positive
from the group that worked on the
cantastorie, who always proved open
to having fun and amusing the
audience. The enthusiasm and

involvement was such that they
managed to capture the audience,
making them laugh out loud and get
involved in performing the final song
of the cantastorie.
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Internal evaluation.

Based on the feedback indicated
above, we can say that it was a fairly
positive activity, that encourages the
preparation of other similar
performances for different audiences.
However, it is important to say
that APDP intended (and continues to
have the intention) to select a group
of adults who will create a new

cantastorie based on a story or oral
tradition from Pitões das Júnias,
something that is part of the oral
heritage of the village. This has not
yet been possible due to
circumstances outside of APDP
control, such as: the day to day
activities of the inhabitants, weather,
and, last but not least, Covid-19.

Transfer of competencies.
APDP intends to carry out, if and
when appropriate, two relevant
activities. One is the repetition of this
cantastorie, improving the technique
whenever possible, at the Book Fair of
Montalegre and in Pitões das Júnias in
August, when migrants return and fill
the village with life, joy and people.

The other is the creation of a new
cantastorie. The intention is to select

a group of adults, choose an oral tale
of Pitões, and create and design
everything needed to apply this
technique.
This technique has a lot of
potential that can be explored and
worked with in various ways,
designing and creating different
scenarios, and involving and
energizing the entire community.
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“CANTASTORIE”:
OTHER EXAMPLES OF
GOOD PRACTICES
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IN ITALY
Monza Cederna cantastorie group
Cederna cantastorie group during rehearsels

The Cantastorie group of the Monza Cederna Library was born from the
workshop experience that La Corte della Carta carried out in 2016 as
part of a European Erasmus+ project.
Below we invite you to view the link which contains a detailed
description of the project.
The success of the intervention can be quantified by the fact that the
intergenerational and heterogeneous group formed on this occasion
continued over time (it has four years of activity to date) and set up new
productions, as well as incorporated new members. In recent years the
group carried out interventions in schools and libraries of Monza and in
the squares of the historic centre, as well as in the main Civic Museum,
creating mainly performances that involve the use of Silent Book as a
method of narration instead of the canvas. In 2018 the Library System
and the Municipality of Monza commissioned the group of cantastorie to
the project "El penèll del Mosè Bianchi", to tell an anecdote as part of city
festival. The performance had the task of telling the story of a Monzese
artist, Mosè Bianchi, to whom a famous Italian poet dedicated some of
his verses. The performance, preceded by a parade through the streets
of Monza, was repeated under the statue of the artist, inside the
museum that houses his paintings, and in all the libraries of Monza. All
info at this link.
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"Gli ultimi Cantastorie" Association
http://www.ultimicantastorie.org/
"Gli ultimi Cantastorie" ("The last Cantastorie") Cultural Association was
formed in October 2002. The association is non-profit and apolitical and
its aim is the research, study, knowledge, conservation, and perpetuation
of local traditions
and popular culture in all its facets.
To this end, it organizes events, conferences, and meetings aimed to
promote, disseminate and share practical knowledge of artistic and
folklore activities in general. Their site hosts a collection of the most
important stories of the Sicilian tradition, but also some more
contemporary ones, such as the death of judges Falcone and Borsellino
at the hands of the Mafia.
The president, Francesco Occhipinti, is also undertaking an important
challenge: he started the process of asking UNESCO for recognition: the
Sicilian Cantastorie will hopefully become part of the World Heritage. The
proposed title is "The tradition of Cantastorie: the soul of Sicilian
Identity."
In 2016 the "Language and Style of Cantastorie" entered the "Intangible
Heritage" registry of Sicily, established by the Department of Cultural
Heritage and Sicilian Identity, more exactly in the Book of Expressive
Practices and Oral Relationships.
The association is doing a great work of collecting traditions related to
Sicilian Cantastorie, but it also expands its research throughout Italy and
also across the border. Their Facebook page constantly posts biographies
of the Cantastorie they come across.
https://www.facebook.com/ultimicantastorie.
The Association also organized two editions of the Cantastorie di Paternò
Festival, in 2017 and 2018.
The association also manages an online magazine, to which you can
subscribe for updates on their national initiatives.
https://www.rivistailcantastorie.it/
Fiera dei Becchi
The San Martino Fair in Santarcangelo di Romagna is known as "La Festa
dei Becchi" (due to a pair of hanging horns and under which tradition
says betrayed men can be recognized); it is held on 11 November and on
the previous or following weekend.
The National Festival of the Cantastorie of Santarcangelo di Romagna is
held during this event, in memory of Lorenzo De Antiquis and Marino
Piazza, "Princes of the Square" and deans of the Cantastorie of the '900.
Here is an interview with Lorenzo De Antiquis, taken during the 1985
Fair, in which he talks about the important role of the "contemporaneity"
of the Cantastorie, comparing him to a journalist: when there were no
televisions, Cantastorie searched for the news of the day and translated
it into music, perhaps changing some details to make them more
interesting.
De Antiquis also talks about how the first Associazione Italiana
Cantastorie (A.I.C.A.) was born in the post-war period, as a defense
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against the urban "enemies" of the profession. He also explains the
important influence that the cantastorie had over Italian folk songs,
citing for example a great classic of the 1950s sung by Casadei "Romagna mia" – which became a bastion of Italian song, but which
actually takes up a motif used by the Cantastorie of the Romagna
territory.
https://www.youtube.com/watch?v=5ccdZAPhAwk&feature=youtu.be.
"Giovanna Daffini" National Archive and competition
The "G. Daffini" National Archive for cantastorie texts was founded in
1998, promoted by the Municipality of Motteggiana, with the scientific
and
institutional
collaboration
of
the
Center
for
Historical
Documentation / Ethnographic Center of the Municipality of Ferrara.
Since its inception, the Archive has availed itself of the patronage and
collaboration of the two main national associations in this field: "Lorenzo
De Antiquis" National Association for Cantastorie (formerly the Italian
Cantastorie Association) with its national headquarters in Forlì, and the
Italian League of Impromptu Poetry with its national headquarters in
Grosseto. It also has the support of the nationally distributed specialized
magazines "Il Cantastorie" and "Folk Bullettin".
Its existence is due to a proposal by the local poet and dialect singer (as
well as Cantastorie) Wainer Mazza, who, drawing on the Municipality of
Motteggiana as the birthplace of the great Padana folk singer Giovanna
Iris Daffini (Villa Saviola, 1914 - Gualtieri (Reggio Emilia), 1969),
proposed to dedicate a national archive to her, one of a kind as far as
public institutions are concerned, dedicated to contemporary cantastorie.
To highlight the ideal continuation of the activity of Giovanna Iris Daffini,
the archive collects materials of traditional Cantastorie and popular
authors still active at the date of her death or active since that same
year - 1969.
At the same time, the Giovanna Daffini National Competition was
established, now on its sixth edition. It is the most important national
competition in this field, whose "Albo d'Oro" includes the main Italian
artists in the field (Franco Trincale, Lisetta Luchini, Fausto Carpani, Mauro
Geraci etc.). The rules of the competition also take into account a specific
regional section. The sound files of the competition are added to the
"Giovanna Daffini" National Archive.
http://www.comune.motteggiana.mn.it/zf/index.php/serviziaggiuntivi/index/index/idtesto/11
Narrastorie: Street Storytelling Festival
A little less popular from the point of view of the street and of tradition
recovery, but decidedly popular because it involves "famous" and
characters who look good on TV, is the festival created by Simone
Cristicchi (Italian singer who brings social themes to the general public)
in Arcidosso (Grosseto) since 2016.
Every year in August, the "Narrastorie" deals with a topic that develops
around a series of events including performances, conferences, and
workshops, and is aimed for all ages. Among the guests of recent years,
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we would like to mention Mogol (Italian lyricist) and Moni Ovadia (Italian
actor and narrator of Jewish origin).
https://www.facebook.com/narrastoriecristicchi/

IN GALICIA
The tradition of singing stories, fairytales, news... extends to virtually
every culture in the world. In Galicia it was most common for blind people to
interpret the so-called “romances de ciego” (“romances of the blind”) to the
rhythm of a zanfona (wheel fiddle) or violin, and to sell the so-called "cordel
literature" (“string literature”): their songs and couplets printed on colored
paper that hung on strings. They were accompanied by an aide, who could also
join the performance by joining a dialogue as part of the songs, manipulating
puppets, using percussion instruments or handling the so-called "maltraña", a
large canvas painted with scenes from the narrated story. Their work was
itinerant and they visited villages, fairs, celebrations and markets in search of
their audience.
For more information:
http://www.consellodacultura.gal/asg/instrumentos/conxuntosinstrumentais/os-cegos-cantores/
Currently there are several initiatives that continue with this tradition in
Galicia:
In the musical field:
◦ Luís Caruncho: “The blind man from Matamá”:
https://www.youtube.com/watch?v=VeLUVgWXMqk
◦ Street performance “The blind man at the fair”, with Oli Xiráldez and
Gustavo Couto http://www.culturactiva.org/gl/espectaculo/cantaresde-cego
◦ Repertoire of the musical group “Tundal”:
https://www.youtube.com/watch?v=PueeILwOWok
In the field of performing arts:
◦ “The blind man of the puppets” by Viravolta Títeres company:
https://viravoltatiteres.wordpress.com/titeres-seisdedos/o-cego-dosmonifates/
In the field of education:
◦ Antón Castro and his educational speech “Literature of the blind”
https://www.youtube.com/watch?v=PnU4Yh7gP4E
People who are actually blind and reclaiming the tradition of the
“romances of the blind”:
◦ “Francisco do Romualdo”
https://irimegos.wordpress.com/2016/06/30/entrevista-confrancisco-do-romualdo-vision-de-tradicion-e-de-modernidade/
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ORAL AND LITERARY
HERITAGE
What is it?
Oral and literary heritage, also called oral and traditional literature, is an
innumerable and diverse set of stories, texts, songs, etc., created by people
and transmitted orally from one generation to another. This concept can also
be viewed and understood as the preservation, though the act of speaking, of
the entire sum of the knowledge heritage of a people. As such, oral and
traditional literature manifests itself orally both at the creation and at the
transmission level.
Also, it is important to mention that much of this intangible heritage was
born in diverse social, environmental, and geographical contexts, in certain
circumstances of communication isolation and introspection. Thus, the oral and
literary heritage produced in such situations assumes unique local and regional
contexts and becomes a strong emblem of the cultural identity and autonomy
of a city, region, or country, which must be preserved.
Seen from a different perspective, starting with the simple assumption
that storytelling is a human necessity, oral and traditional literature has
become an exceptionally useful method of sharing within a community a set of
necessary knowledge and beliefs pertaining to religious, social, educational,
and ethical values, and as such it is a form or socializing and a process of
creating a collective ideology.
In an extensive work published on Portuguese oral tradition, Alexandre
Parafita, Portuguese writer and professor, prefers to define popular literature of
oral tradition as the large sum of text produced by people and transmitted
orally. According to him, popular production is divided into different types of
texts that all make up the oral heritage: tales, legends, myths, couplets,
romances, proverbs, chants, prayers, magic formulas, etc.
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SOCIAL AND HISTORICAL
CONTEXT
In order to contextualize literal and oral heritage in society in general, it is
important to reflect on the historical authenticity of the human being. As such,
by following the historical thread, we find orality has always been fundamental
and very important throughout the existence of the human race, including in
anthropological terms, as proven by the countless and countless versions of
legends, stories, and fables around the world. R. Barthes (1966) categorizes
traditional storytelling, from the perspective of oral heritage, as “the narrative
of the world”, because he observes its presence in all societies, places, and
times. Although there are studies (Alessandra Giordano, 2013) that lead us to
believe that the oldest source of oral literature is the Oriental one (which is
integrated into the folklore of all the World’s nations), there is no absolute
certitude about its origin (century and place), but it is important to note that it
had common ancestral origin and objectives as it went from the Asian to the
European continent, as well as passing through all the rest.
According to an international study published in the Royal Society Open
Science magazine by Portuguese researcher Sara Graça da Silva and
anthropologist Jamie Tehrani (from the Institute of Literature and Traditional
Studies in Nova University of Lisbon), the origin of some stories is much older.
It is believed that it dates back to the Bronze Age, approximately 6.000 years
ago.
However, the 19th century was, in the European and American literature,
the grand century of oral and traditional literature because it was then that
prestigious writers such as Daudet, Flaubert and Maupassant in France;
Chekhov, Gogol, Turgenev and Tolstoy in Russia; Hoffmann in Germany; Edgar
Allan Poe, O. Henry, Stephen Crane, Jack London and Sherwood Anderson in
the USA, and many more were masters in cultivating, collecting and adapting
stories and studying their importance for universal cultural differentiation. Both
Perrault in the 16th century and the Grimm Brothers have collected and
published many of these traditional stories.
Therefore, it is inevitable that, from very remote times, popular stories, as
well as practices and customs, appeared on all continents and travelled from
one region to another due to migration, as well as due to merchants and other
travellers. These stories were transmitted orally in different ways and
circumstances: at fairs, in public squares, at the end of religious services, in a
serán (traditional Galician celebrations), etc. Over centuries, young girls and
boys listened by the fire to the stories of their elders attending the serán, while
the other members of the family went on with their household or agricultural
tasks (spinning wool, knitting, makings socks, nailing clogs, weaving baskets,
etc.), stories which they then transmitted in their turn to the youngest of their
generations. In this manner, the serán became a place for transmitting values
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and knowledge, the cultural base of a people, what distinguishes and identifies
them.
Due to its historical antiquity, geographical location, and ethnical diversity,
Portugal holds an immense oral heritage, of an inexhaustible wealth, which
emphasizes folk tales, romances, legends, and traditions. In addition to that,
considering its historical context, the voyages of the Portuguese sailors during
the Great Geographical Discoveries (from the 15 th to the 17th centuries)
brought oral and traditional literature to and from around the world, and
disseminated “stories” generated by colonists, sailors, and missionaries. Even
today the Portuguese people preserve the characteristics of all these sources,
integrating a set of values transmitted through the orality of stories, legends,
songs, religious services, proverbs, rituals, poems, etc.
Considered in the European context, traditional Portuguese oral literature
is vibrant because it includes works from all types of categories.
In Portugal, writers such as Almeida Garrett (during Romanticism), Teófilo
Braga, Adolfo Coelho, José Leite Vasconcelos among others, between the 19 th
century and the beginning of the 20 th, have dedicated a large part of their lives
to the collection and historical investigation of the oral and traditional literature
as well as to publishing folk tales and texts belonging to it. More recently, in
the 8th and 9th decades of the last century, Manuel Viegas Guerreiro, Alexandre
Perafita, and Isabel Couto continued this work, and focused on studying the
importance of Portuguese traditional and oral literature and its influence on the
culture of specific places and groups of people. According to the studies of
historians, writers, and anthropologists, the oral and traditional literature, with
its goods such as traditions and customs, beliefs, superstitions, recipes,
traditional games, prayers, etc., make up the collective imagery and the
cultural identity of populations. This is why its transmission is often associated
with other mundane traditional actions (collective praying during droughts or
bad weather; songs performed by workers in a community, which gives the
physical activity “rhythm” and makes it more bearable; stories and fables to
put children to sleep; or simply anecdotes and proverbs exchanged among
friends).
Today the oral and traditional literature has a special place in the
curriculum of the Portuguese Native Language course in education systems
throughout the country. In it, the different ways of classifying this literature are
studied, and their importance for the anthropological and cultural development
of the history of humanity, and the Portuguese culture in particular, is
emphasized. Thereby, the history of the oral tradition is revived in new social
harmonious ways, as it is the responsibility of the education system, firstly,
and the Portuguese Language teachers, especially, to respect this compromise
between cultural identity, cultural adjustment and the changes that can happen
inside a society. It is essential to guarantee the cultural interconnection
between the link to the origin country, the cultural roots and the ideological
and cultural polymorphism.

170

Among the different texts that make up the Portuguese oral heritage,
some already mentioned above, we emphasize traditional stories, proverbs,
songs, riddles, popular songs, legends, fables, romances, prayers, dance
songs, and myths.
Supporting the idea that oral and traditional literature was born in diverse
environmental, social, and geographical contexts, in circumstances of
communication and interiority, and agreeing to the fact that oral tradition was
usually a characteristic of illiterate populations, we apply these facts to Pitões
das Júnias, where the oral tradition has always been and continues to be very
palpable in the daily life of its inhabitants.
It is vital to make a short physical and geographical contextualization of
the village Pitões das Júnias, where APDP (the Association for the Development
of Pitões) activates. The association promotes and disseminates the oral
literary heritage through innovative techniques (collection of oral heritage,
cantastorie, labyrinth theatre, living library) acquired during the training
courses of the BABEL project. Thus, in order to better understand the
importance of oral tradition and its collection in this village we must mention
that it is located at an altitude of approximately 1.200m, in the North of the
country, in the Peneda- Gerês National Park, in the Barroso, Trás-os-Montes
region. It is part of the Montalegre municipality, in the Vila Real District. Its
origin dates back to the 9th and 11th centuries, similar to the Santa María das
Júnias monastery (a monument located in the village). It is geographically
isolated from other populations or urban areas, and the locals, approximately
160 of them, live from agriculture and animal farming, while despite this some
of them opted for practising agrotourism and producing typical local goods.
During summer, the village’s population increases four times. Migrants
return to their homes, and tourism fills in all available accommodation places.
Its location in the extreme North of Portugal, its unfavourable winter
climate and a powerful out-migration flow have contributed to the village’s
continuously small population and characteristic medieval appearance. The
stone architecture and the natural beauty of the place attracted in the ‘90s
investments in the region for establishing and developing ecotourism.
Presently, the village enjoys a permanent and continuously increasing tourism
flow. As such, there already are infrastructures that allow for the
accommodation of tourists who want to discover the village and its traditions
and customs.
In Pitões das Júnias oral tradition has had the same trajectories as in
other territories, places, and countries. The elderly would tell their stories,
which always included something productive and creative, in seráns4. At the
same time, they would share their knowledge, life experiences, traditions,
customs, etc..
In their now inexistent daily work, which was done collectively, the group
of people would fulfil their tasks singing, which made it easier and gave them
4Community work done at night; parties and nocturnal entertainment; family party organized at night
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more motivation and energy. According to the testimonies of the inhabitants of
Pitões das Júnias “work was like a party”.
In the mountains, shepherds, who usually were the youngest of the
household, would live together while taking care of the animals. They would
play games, defend themselves from wild animals such as wolves, and observe
the other animals fight wolves as well, which in those times they say “were evil
creatures, and everybody was afraid of the them”.
Everything described above makes the village Pitões das Júnias a land full
of unique and extraordinary legends and traditions. As such, an important
objective is conserving and disseminating its oral traditions to future
generations in order to enrich the village, Montalegre municipality, as well as
Portugal’s intangible cultural heritage.

WHAT IS THE PURPOSE
OF COLLECTING HERITAGE?
If we consider that the oral literary heritage is an intangible asset, part of
a population’s and in the same time of humanity’s history and culture, which is
it is part of a population’s cultural identity, the main objective of collecting this
heritage is conserving it, as well as recognizing the importance of its perpetual
inheritance throughout generations. In a socio-cultural context, it is urgently
necessary that the oral dimension is converted into writing, thus conserving,
for the future, most of the framework of this orality as well as the diversity
that is still kept from oblivion by the elderly, who maintain those traditional
narratives alive. As the Milanese Amadou Hampâté Bâ said when he joined the
Executive Council of UNESCO in 1692, stressing the importance of the elderly
as those who harbour knowledge and save the fragile culture of a people:
“each elderly who dies is a library that burns”.
Similarly, the objective of collecting heritage items from Pitões das Júnias
is analogue to the above mentioned. Pitões das Júnias is a place filled with
unique and extraordinary legends and traditions. The conservation and
dissemination of oral and traditional heritage to future generations are
essential for the enrichment of the intangible cultural heritage of this village,
the Montalegre municipality, as well as of Portugal. Also, another objective
concerns the younger generations: this heritage must be perceived as
something intrinsic in the daily lives of their forbearers, which influenced their
way of being/coexisting in the village, and as a consequence, it presently
influences them as well.
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WHAT KIND OF HERITAGE
CAN BE COLLECTED?
As mentioned before, the oral and literary literature is an asset of
incomparable relevance for the Intangible Cultural Heritage. This heritage is
exceptionally vast and varied at a general level, but also specific to each
particular level, meaning that each continent, region, city, village has its own
cultural and literary heritage which defines their culture, customs, traditions,
and cultural identity. However, there is a heritage that is shared and
transversal to all continents, countries or regions, although it carries
specificities. Each place has adapted its cultural heritage to their own uses,
customs and traditions throughout time and along generations, thus making it
unique and specific.
The oral and literary heritage that can be collected is extremely vast. As
mentioned before, when talking about the definition of the oral and literary
heritage, there is a broad spectrum of this type of intangible heritage: popular
stories, legends, myths, proverbs, sayings, prayers, songbooks, riddles, songs,
romances, chants, etc..
As such, depending on the location used as reference, where the collection
is being made, we should search for, study and collect the existing oral and
literary heritage, following a series of steps that will be discussed further in the
section dedicated to the procedures for collecting heritage.
Using Pitões das Júnias as an example, the oral and literary is very
abundant and culturally rich, since the area is well defined geographically and
for long periods, as far as a century ago, is was isolated, so a communicational
barrier was in place. This is the aim of the collection, and here it is possible to
collect “gems” of popular literary traditionalism. In Pitões das Júnias the oral
tradition has always been present in the daily life of its inhabitants. As such the
village enjoys an evident oral and literary heritage, with a vital interest for
preservation: prayers, sayings, legends of the monastery, legends of the
village of Jurís, songs that accompanied the daily tasks (domestic, agricultural
and communal), tales told in the seráns and community meetings, dance
songs, fables, stories of the experiences living in the mountains with wild
animals (that served as an example for the future), cantinelas used in some
traditional games, and life stories of smugglers, servants, migrants and other
elders who can give us testimonies of their lives, and who one way or another
influenced cohabitation in the village.
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THE COLLECTING
PROCEDURE
Normally, oral heritage in Portugal in done according to regulation in place
since 2011, proposed by the Ministry of Culture and Institute of Museums and
Preservation, which follows UNESCO guidelines. This document is called PCI
Matriz and contains the Kit for Collecting Intangible Heritage, as well as
explanations and instructions on how to use it. The kit can be accessed on the
Ministry of Culture and Museums Conservation.
Part of the collection Kit is a document explaining very specifically the
collection of oral traditions. The document also includes other instructions and
provides support for how to fill it in:
http://www.matrizpci.dgpc.pt/matrizpci.web/Download/Kit/KIT
%20Recolha%20Património%20imaterial_Integral.pdf
When collecting oral and literary heritage, it is essential to follow a series
of procedures, because the quality of the collection largely depends on how it
is planned.

HOW TO PREPARE?
Depending on what and where we intend to collect, a series of analysis
must be performed before continuing. It is essential to create a checklist,
which will serve as a script containing all the steps to be made in the collection
process. The following should be considered:

HOW TO PREPARE?
Depending on what and where we intend to collect, a series of analysis
must be performed before continuing. It is essential to create a checklist,
which will serve as a script containing all the steps to be made in the collection
process. The following should be considered.

WHAT TYPE OF ORAL AND LITERARY HERITAGE EXISTS
AND WHAT IS SUITABLE FOR COLLECTION?
Heritage is very vast and specific to each place, as it references the
culture of each community. As such, you must research what type of heritage
is available in the place where the collection is going to be made. Again you
can find songs, dance songs, stories, legends, sayings, life stories, chants,
prayers, romances, etc.

174

HOW TO ACCESS THOSE WHO KEEP THIS HERITAGE?
In order to have access to the people who have this type of knowledge,
you should always look for inhabitants, associations, and institutions that can
inform you in this regard. In our case, the Chamber or Local Council presidents
will be the first ones to contact because they know the locals and will know
who would be essential for heritage collection. Additionally, local libraries,
associations, and museums are institutions that would typically already have a
register for collecting oral and literary heritage and would know who the
bearers are.
You could also contact friends and people you might know that are familiar
with the local culture and could find information about the intangible cultural
heritage you are looking for.
After the first contact with the Chamber or Local Council president, as well
as the local institutions, access to the people that keep the researched oral and
literary heritage will be granted. It is important that the first contact with these
people is done through someone they know, are familiar with, and also trust. If
possible, talk to them in the presence of the person that served as a liaison.
From this point, you can fulfil several tasks: who would talk about the oral
and literary heritage; when the collection is going to be made; where the
collection can be made. In this phase, the demographic data of the informer ca
be collected and archived.
According to what you establish with the informer(s) the date and place
for the collection are set (the best place and time to listen to the stories should
be establish with the informer’s consent and at his/her disposal: it can be
his/her house, in the mountains, on the street, or any other place he/she
chooses).
It is important that, at this first meeting, the person who will provide the
information is explained the purpose of the collection. It is essential to
establish a trust relationship with the informer(s) from the beginning.
After the first meeting, the next steps are: establishing the collection
methods and methodology.
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METHODOLOGY FOR
COLLECTING HERITAGE
It is important to establish the method used for collecting heritage. There
are several options (interview, surveys, questionnaires, etc.), and the best one
will be chosen depending on what we intend to collect. Regardless of this,
because the intangible heritage that must be collected refers to oral and
literary tradition, the location where we will listen to what people have to say,
the best-suited method for this type of work seems to be the open,
unstructured interview. The interview is a planned conversation, generally
between two people, with the purpose of finding out what kind of knowledge
does the other person possesses. As such, an open, unstructured interview is a
highly flexible model, that flows with the conversation between the interviewer
and the interviewee, where the questions come from the immediate context of
the conversation, and the interviewer encourages and guides the interviewee.
However, a script (a written document containing the interview’s objectives and
guidelines) is essential, so that the interview has a common thread, i.e. it is
previously prepared.
The fundamental questions for collecting oral and literary heritage include:
who taught you this oral tradition you are telling us about? Where did you
learn it? How did you learn it? Do you think it is important to teach it to your
children and nephews? Where do you usually use it? etc.. It is necessary that
you prepare these questions and to guide the interviewee according to their
relevance, in a manner that allows them to answer openly and autonomously.
Therefore, we must emphasize that during the collection process, the
informer/storyteller is allowed to enumerate everything (s)he knows and
intends to tell. The interviewer will subtly guide the storyteller, so (s)he follows
a guideline without losing focus from the oral and literary tradition (s)he
shares.
In the above mentioned intangible heritage collection kit, there are a
series of suggested questions that can serve as indicators for collecting oral
and literary heritage.

MATERIALS/TOOLS USED IN COLLECTING HERITAGE
A series of accessible and simple materials and tools can be used when
collecting oral and literary heritage. Because this process involves listening to
oral and literary traditions, the mobile phone can be used as a recording
device, making videos, or taking pictures because it is easy to use and
accessible to everybody. As such, it is no longer necessary to buy separate
devices such as a recorder, a camera, and/or a video camera.
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When recording or filming the interview, several aspects must be
considered. Firstly, it is polite to ask for the interviewee’s permission. The aim
and objective of the recording must be explained and, again with the
interviewee’s permission, a written document that explains the intention of the
act must be drawn out and signed thus consenting to it. Secondly, at the
beginning of the interview and the recording, you must consider where to place
the device (phone or recorder), as it must not be placed somewhere
intimidating, but it cannot stay very far or hidden as it will make it impossible
for the voice of the interviewee to be heard and captured. You should find a
veiled place, that does not disturb any of the parties involved. It is essential
that the phone if you use one, is set to airplane mode and muted in order to
prevent any interruptions.
Also, it is important to consider the place where the collection is being
made, as, if the place is very noisy it is more difficult to gain the interviewee’s
attention and the background noise can later make it difficult to understand
and transcribe the recording.
In collecting oral and literary heritage in Pitões das Júnias APDP, for
example, always uses a mobile cell phone both for recording the interview and
for taking pictures.

WHAT TO DO WITH THE COLLECTED MATERIAL?
After collecting the oral tradition, the data must be processed; which is
what to do with the sound/video recording once it was done.
It is important that, after the interview, if possible, any notes made are
reviewed and transcribed. As such, apart from the recording itself kept in the
device with which the collection was done, the information will be kept in other
forms as well, which is a written document.
In a future section, we will discuss the importance of securing the
documents. However, in this post-collection phase, it is essential to make
copies of all audio and video recordings as well as the photos, in order to
ensure that the freshly collected material is not lost and prevent against any
unforeseen risks.
The oral and literary heritage from Pitões das Júnias, for example, is
processed by transcribing it. The oral tradition is recording using audio and/or
video devices, it is listened to, a copy is made on an external hard drive, and
its content is then recorded in a file especially prepared and adapted 5:
Name of the oral tradition;
Theme (story, legend, song, etc.);
Aim of the collection;
5Annex II – Register fiche for collecting oral traditions, used in Pitões das Júnias.
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Demographic data of the storyteller: Name, date of birth, gender, civil
status, profession, other occupations or activities;
Place of the collection (in a house, in a field, at the workplace);
Description of the oral tradition;
The person who taught the storyteller this oral tradition;
Threats to the continuity of this oral tradition;
Methods of keeping this oral tradition
Other information;
Location of the video/audio recording of this oral tradition (unit, drive,
DVD, CD, etc.);
Prepared by: name of the person who made the recording and collected
the oral tradition;
Date: when the recording was made, and the oral tradition was collected.

HOW TO CATALOGUE AND ARCHIVE THE COLLECTED
HERITAGE?
As mentioned in one of the above sections, the main objective of
collecting oral and literary heritage is to preserve it. As such, it is worth noting
that, in a world where the economy tends to globalize, the emerging
preoccupation of saving and recording the cultural identities of the people that
inhabit it, is increasing. So, it is essential to use very precise and specific
techniques that contribute to this conservation, as well as to conserve the
collection materials. Therefore, from the moment of collection, which can be
cared out by encyclopaedists, enthusiasts, or researchers, to the moment of
arching the heritage item all the stage must be followed methodically and
precisely, so the heritage collection is as faithful and as real as possible, and
the conservation is done in such a way as to allow its dissemination and
durability so as to be transmitted to future generations. As such, after the
collection is done, the following phases are essential: processing, cataloguing
and archiving the materials collected.
First of all, it is important to make copies of all materials collected, before
starting to process them, because if something goes wrong, you will always
have a back-up copy you can come back to.
Second of all, in order for the heritage item not to dissipate and to be
easily accessible, after the collection is done, it is important to identify and
organize all collected materials (written information, audio recordings, photos,
films, etc.).
After this step, depending on what we intend to do with the heritage
collected and the type of heritage we collected, it can be processed, which is
the images, videos and photos can be modified, cut, illuminated or darkened,
filters can be applied, audio pieces can be processed, texts can be introduced,
or narrations can be added on top of a video file, etc.. This can be done using
free editing programs available online, that can transform the collected
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materials so their quality is increased and they look professional. However,
there are no miracles, so please bear in mind that, as with processing any
other image or photo, the best way to obtain an excellent sound or vide is to
make the optimum capture. This means that when collecting heritage, the
instrument that you use must be adequate, placed at an optimum distance,
you ensure the proper lighting and acoustic conditions, etc..
When searching the web for programs to edit images, sound and videos,
there are plenty of sources that usually come with instructions. Here are some
suggestions:
Image editing: PhotoScape 3.5; Picasa 3,8,0; GIMP; Paint.NET 3.56;
Serif Photo Plus 6.0.
Audio editing: Audacity; Kristal Audio Engine; mp3Diret Cut; Ocenaudio;
Power Sound Editor Free.
Video editing: iMovie; Movavi; Filmora; OpenShot; VideoPad.
After processing the collected materials, we need to catalogue them,
which is to separate and name/mark them according to their content and
information, so as to allow anyone (the person that did the collection or
anyone else, from the group, firm, association) to find and access them easily.
For example, of the collection was made from several types of oral and literary
heritage (songs, stories, romances, legends, etc.) it will have to be registered
in different collection materials and inventoried according to the type of
heritage, and the register in which it was conceived. As such, a catalogue could
look like:
•
•

Songs: audio, video, images, written record (all the records relating to
the melody are going to be inventoried in the “songs” folder);
Stories: audio, images, written record (all the records relating to the
story are going to be inventoried in the “stories” folder).

This will make it possible to organize all types of collected oral and literary
heritage. However, if the heritage was collected from several informers, a new
catalogue will have to be made, which is for every type of heritage, the name
of the informer/storyteller will be specified. The above-described example will
look like:
Songs:
Maria Custódia: audio, video, images, written records, informer’s
processed data as well as the signed permission to do so;
• Joaquim Augusto: audio, images, written records, informer’s processed
data as well as the signed permission to do so;
• António Andrade: audio, images, written records, informer’s processed
data as well as the signed permission to do so.
(in the folder dedicated to songs all informers will be
inventoried, and each informer’s file will include: the
collection made and registered in all types of materials,
the signed authorization by the said informer, other
•
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relevant information about the informer or the type of
heritage)

Stories:
• Manuel Viegas: audio, video, images, written records, informer’s
processed data as well as the signed permission to do so;
• Ana Maria: audio, images, written records, informer’s processed data as
well as the signed permission to do so;
• Laurinda Rodrigues: audio, images, written records, informer’s processed
data as well as the signed permission to do so;
(in the folder dedicated to stories all informers will be
inventoried, and each informer’s file will include: the
collection made and registered in all types of materials,
the signed authorization by the said informer, other
relevant information about the informer or the type of
heritage)

These examples are just one way of cataloguing all the collected
information to make it easier to archive when necessary. Nonetheless, there
are other types of cataloguing and archiving, such as doing it according to the
storyteller (all recording coming from one person are placed in a single folder,
but in this case, o person can offer information about different types of
heritage, and things can become confusing, and the heritage can dissipate).
After the collected materials are catalogued, we need to decide where to
place the folder, so it is easily found and consulted. In fact, being catalogued,
the folder is organized. The folder could be stored on a computer, an external
drive, or on the cloud. Regardless of the decision made in continuing with the
storage and archive of the data collected, it is essential that they are saved
and stored on different devices, so to ensure their proper protection.
Explicitly, cloud storing is a technology that allows for saving the data in
an online server that is always available. The folder can be deposited in a
server without needing a hard drive or a computer. The folders sent to the
cloud are saved and distributed automatically on several servers. As such, if
one of the servers fails. There is never the risk to lose the deposited folder, as
it will always be available on a different state. The only requirement for
accessing the folder is an internet connection, as it will be available from a
smartphone, tablet, or notebook.
There are several examples of cloud programs: Google Drive, Dropbox,
Icloud etc.
In Pitões das Júnias, the folder is stored on the APDP’ PC drive, on an
external drive and in DropBox, as shown in figures 1 and 2:
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Example of folder containing oral and literary heritage saved on the APDP’s
computer.

Example of the folder containing Pitões’ oral and literary heritage saved in
Dropbox.
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HOW CAN YOU DISSEMINATE HERITAGE?
Last but not least is the phase in which the materials collected are
disseminated. This dissemination phase is essential because the local, regional,
or national community must find out about the immense oral and literary,
cultural heritage that exists and is part of their culture.
Through dissemination, the objective set at the beginning of the collecting
work, that of conserving the oral and literary heritage, is actually fulfilled,
because when heritage is made known to people, they can learn and recognize
it, and disseminate it themselves by word of mouth to relatives or other people
they know. Hence the endurance of oral and literary heritage is linked to its
dissemination.
There are multiple ways of disseminating heritage. According to the aim
set before the collection, the dissemination can be done in a formal as well as
informal context. In a formal context (schools, universities, workshops,
research centres) heritage can be transmitted through audio-visual methods
(the prepared photos, films or recordings made during the collection), cultural
blogs, social networks, etc.. In this context we can disclose that the site
MatrizPCI, in addition to the disclosure procedure, allows for the legal
protection steps and evaluates the intangible heritage while also revising and
comparing the already archived items according to the legislation norms in
force.
The informal dissemination is done in the context of a family (from
parents to children, from grandparents to grandsons), or group activities where
the proposed events or exercises could present the oral and literary heritage
by recreating the traditions or by applying educational and motivational
techniques that would ensure its dissemination.
Using as an example the work that APDP did in advertising the oral and
literary heritage of Pitões das Júnias, it is important to note that during the
collection and dissemination of the oral traditions we focused on involving as
much as possible the young generation of the village because these youths
would gain the knowledge and also feel the importance that traditions have for
that village and the country as well, as they are part of each person’s
individual history. Through this, the interest for traditions and their continuity
is piqued, and as such dissemination will be never-ending.
The dissemination of oral heritage in Pitões das Júnias was done by
recreating traditions and customs (dancing songs, seráns, some community
work done in groups while singing, etc.) in several events promoted in the
village through press releases, and also texts and videos shared on social
media. The recreation of these traditions is used as internal as well as external
advertising, as a way of maintaining their originality and also of stimulating
people’s desire to learn about them.
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APDP desires to also compile all the oral and literary heritage from Pitões
das Júnias, and later edit and publish it in a monographic study so it will never
be lost and endure throughout time.
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COLLECTING ORAL AND
LITERARY HERITAGE:
CHRONICLES
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COLLECTING INTANGIBLE
HERITAGE IN ROMANIA
UNIVERSITUR Association (Romania)

I. CONTEXT
General context: Justification.
Due to the strong link between
Universitur Association and Faculty of
Geography, University of Bucharest,
the main target group in
implementing its activities is students.
However, in order to extend its impact
on national level, in 2018 Universitur
started collaborating with Philmys
Cultural Association, developing
workshops with children and youth in
towns with fewer opportunities and
limited access to culture.
Given this context, we aimed to
present and disseminate the method
of intangible heritage collection for a
wider target group, therefore we
decided to involve the students
enrolled in the Master’s programme
„Tourist space management and
hospitality services” as a double

benefit:
● The students would have the
opportunity to apply practically
some of the theoretical
knowledge gained in the
Master’s programme and
additionally benefit from the
knowledge shared through
BABEL project.
● BABEL project would have the
added benefit of passing on one
of the approached methods to
an additional group of
beneficiaries not initially
intended.
We also decided to involve
Philmys Cultural Association and
rely on their acting experience to
simulate interviews in the preparation
phase.
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Geographical location. Arguments for
intangible heritage collection in Mehedinți
county.
In order to collect intangible
heritage in the field, we chose
Mehedinți county for several reasons.
On one hand, the access in the area
was facilitated by the president of our
association who was born in the
region and who was aware of its
various intangible resources. On the
other hand, we aimed to choose a
more isolated area where customs
and traditions were kept in spite of
the impact of technology. The need of
intangible heritage collection in this
region is also justified by the
unprecedented dynamics of the sociocultural environment in general, and
the problems that most of the rural
areas in Romania are currently facing:
excessive migration, depopulation,
ageing, in particular. In this respect,
Mehedinți county in one of the
administrative units which suffered
dramatic drops in population – over
30% between 2 census6.

6Ministerului Lucrărilor Publice, Dezvoltării şi
Administraţiei, Raport privind starea teritoriului
România 2017, disponibil la
https://www.mlpda.ro/userfiles/Raport
%20privind%20starea%20teritoriului
%202017.pdf

Mehedinți county7
The regional GDP of this area has
been generally increasing in the past
years, but it is still below the national
average and far below the EU average
(by cca. 35% in 2019). The economy
is mostly based on agriculture and
services. The unemployment rate has
been decreasing, but it is still higher
than the national average (6.4%
compared to the national 4.2%).
Mehedinți county is among the
poorest in the country, with a GDP per
capita that comes in at only 58% of
the national average (in 2018). It also
has one of the highest unemployment
rates in the country (7,21% in 2019).

7By TUBS - Own workThis W3C-unspecified
vector image was created with Adobe
Illustrator.This file was uploaded with
Commonist.This vector image includes
elements that have been taken or adapted
from this file: Romania location map.svg (by
NordNordWest)., CC BY-SA 3.0,
https://commons.wikimedia.org/w/index.php
?curid=14541618
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What kind of oral heritage?
We aimed to collect life stories
and oral recounting of traditional
crafts, as well as video material of our
interviewees practicing these crafts.
Our idea was to collect a combination
of traditional crafts and the life stories
behind them, as many times they go

hand in hand and the traditional craft
plays a major role in the life story of
the artist/artisan. We ended up
interviewing a blacksmith, a potter
and a folk singer with a unique
singing style.

Description and contextualization of heritage
in space and time.
Blacksmithing and pottery –
these are crafts that are part of our
national cultural heritage, but have
been marked by a visible decline and
authentic artisans are now fewer and
further apart than ever.

1. From many points of view,
traditional blacksmithing is a dying
profession, made obsolete by
industrialization and modern
equipment. Very few people actually
use the services of a blacksmith
anymore, even in rural areas, where
there might still be a demand for
custom made horseshoes and barrels.
This means blacksmiths can no longer
make a living practising their
profession and they are forced to take
other jobs that take up their time and
energy. Most of them practise their
craft occasionally, and mostly out of
nostalgia and a feeling of moral duty
to their fathers and grandfathers who
taught them. They either find a way
to monetize their craft in other ways
(for tourism, for example), or they
abandon it. The biggest threat,
however, is that their sons and
grandsons are no longer interested in
learning this craft: it’s difficult, it
requires both physical strength and
skill, it takes years to master and
there’s no real payoff in today’s world.
The sons and grandsons of master
blacksmiths no longer have a

motivation to learn the craft, so, in
the end, there’s nobody left to carry it
forward.
However, a few traditional
blacksmiths still exist in rural areas
across Romania; they are usually
descendants in a long line of such
professionals, having passed down the
craft from generation to generation.
They mostly forge horseshoes and
barrel hoops for their community.
There are also more modern
blacksmiths, who view this craft as an
art form and enter competitions and
art exhibits.

2. Pottery has also seen a
decline brought on by the lack of
utility and accessibility. While pottery
used to be a practical skill in the
service of any community, nowadays
traditionally made pots and dishes are
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more likely to be bought as art pieces,
decorations, gifts, or, at the very best,
used by traditional restaurants to
create the authentic atmosphere
foreign tourists look for when visiting
Romania. However, potters are much
more likely to attend fairs and
festivals than blacksmiths, and they
can still make a living by selling to
people who are interested in
preserving a sense of cultural heritage
in the simplest way possible – by
using or decorating their home with
traditionally made items.
Pottery requires physical strength
and refining one’s skill through years
of practice, but it also requires access
to and knowledge about the right kind
of soil. The general misconception
might be that pottery is only about
shaping the clay and firing it in a
special oven, but it is also about
harvesting the clay and processing it
before shaping, which is the part of
the process that requires physical
strength and painstaking attention to
detail. Just like in the case of
blacksmiths, this is most likely why
the new generations are not
particularly interested in learning it
from their predecessors, unless they
see the value of preserving it as part
of their cultural heritage.
3. Folk singer Domnica Trop
was 82 years old at the time of our

interview, and her life story is
representative of the people living in
her geographical area, sharing her
cultural background. Her unique style
of singing is tightly connected to her
personal history, because it originated
from her childhood, which was typical
for mountain villages where the main
source of subsistence was raising
sheep and goats. Until as recent as
15-20 years ago, it was the local
custom to send a group of young
children to tend the village’s sheep
and goats as they grazed in the
nearby pastures (the custom is still
observed in some parts of the
country). Because her village was
close to the mountains and the forest,
it would sometimes happen that
wolves attacked the grazing cattle,
and the children had to keep
themselves and their animals safe, as
parents would often scold and punish
them if a sheep or a goat went
missing on their watch. It was this
ever menacing presence that led
Domnica Trop, as a child, to start
singing to ward off the wolves. From
experience, she learned that certain
throat sounds were more efficient
than others to keep the wolves away,
so she adapted her singing to use
these sounds more often, and that is
the singing style that made her
famous.
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Objective of collection.

To promote customs and the local intangible heritage through video
recording and via social media.

II. DEVELOPMENT
Search for oral heritage.
In our search for oral heritage in
the form of life stories, we explored
the following paths:
● We asked the students who
participated in our Preparation
stage to conduct interviews with
their parents and grandparents
about how they spent vacations
during the communist period.
● We initiated collaborations with
several schools around the
country and asked the students
to interview their grandparents
about the games they used to
play during their childhood. This
process was entirely dependent

on the participation of the
teachers, who self-managed
with our remote assistance and
explained the basics of the
interview to their students
according to the guidelines we
sent them. Some of the
students then made video or
audio interviews using their
mobile phones.
However, after exploring these
paths, we settled on collecting a
combination of traditional crafts and
the life stories behind them, so a mix
of general and specific heritage.

Who is the source of the heritage?
Blacksmith: Ion Dovlete from
Breznița village, 52 years old,
comes from a long line of Roma

blacksmiths that pass on their
craft from generation to
generation.
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Potter: Marcel Tănasie from
Noapteșa village, 41 years old;
he was born and raised in an
area of the country where the
abundance of clay made it
possible for pottery to be
practiced on a wide scale
throughout the surrounding
villages.
Folk singer: Domnica Trop
from Isverna village, 82 years
old; she was awarded the title
of UNESCO Human Living
Treasure for her unique singing
style.
Thanks to the president of our
association who was born in the area,
we were able to connect with a person
living in the county capital (Drobeta

Turnu Severin) who is passionate
about Romanian history and intangible
cultural heritage, and who is making
an individual effort (mostly
unsupported by any local
organisations or institutions) to
identify and support living human
treasures on a regional level. In some
cases, he’s managed to get support
and recognition for these human
treasures from local and national
institutions, but in other cases, all he
can do is act as a tour guide and bring
them some occasional secondary
income from interested tourists.
He took the role of our guide
around Mehedinți county and took us
to meet some of the artisans and
artists he identified over time and
keeps in contact with.
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Preparation for heritage collection.
In order to prepare the students
for heritage collection two different
sessions were prepared: one with tips
and tricks to use during an interview
and a second one with simulations
performed by actors we invited as
guests.
The „tips and tricks” session was
focused on advice for the future
operators as mentioned in the figure
below. The simulation session was
prepared 1 week in advance with
giving the actors 4 characters to
impersonate. The students were split

Collecting the heritage.
Universitur team travelled to
Mehedinți county in November 2019,
together with four of the students we
prepared for the interviews. There we
met with our guide who took us to
visit two local artisans and one folk
singer. There were no special events
or festivals during our visit, so our
guide arranged for us to visit the

in 4 teams and given a character to
interview each. Therefore, they had 1
hour to look for information regarding
the character and to prepare several
questions. Then, they would meet the
character and simulate an interview.
The actors were instructed to put
them in a mild difficulty, in order to be
able to practice the survey skills. The
session ended with a long analysis of
dos and donts during an interview
linked with the process of the
simulations.

artisans in their workshops so we can
also see and record their work
process. For the folk singer, he
arranged to take her and us to an
exhibit in the nearby town, where we
could interview her and then take her
out to dinner as a thank you for her
time.
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How was the collection made?
We collected the heritage from
each source individually, using the
interview method as described in the
Preparation section. The interviews
were conducted by the students we
had trained in advance, with the
presence of someone from the
Universitur team to supervise
discreetly and offer help if needed.
The artisans (the blacksmith and the
potter) were interviewed while
practicing their crafts and part of the
interview was them explaining the
traditional process.
The interview of the folk singer
took the shape of a free flow
discussion, where we would ask
questions that would naturally flow
from the conversation. We didn’t want
her to feel pressured to perform for
us, so we included in this discussion

people she knew, whose presence
would make her feel more at ease.
Also, we hoped we would be able to
discreetly bring the conversation to a
point where it would feel natural for
her to exemplify some of her songs
for us, since these songs were tightly
connected to her life story.
Alongside our team was our
photo-video specialist, who recorded
the interviews and documented the
entire initiative with photos and video.
Before filming the interviews, we
always asked for permission from the
people who would appear in the
recording. We asked the students for
permission to film and photograph
them after we decided which of them
would accompany us for the heritage
collection.
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Treatment of collected data.
All raw and edited recorded and
photographed material and the video
interviews are being stored on
Universitur Association’s external

drive. The video material has been
edited by our photo-video specialist
and uploaded to YouTube for
dissemination.

III. RESULTS
The results consist of four videos:
three videos of the individual
interviews and one video of the
general experience we had while

collecting the heritage. We also
created a heritage collection sheet for
each of the three interviews.

IV. APPLYING THE RESULTS
Our main intention is to
disseminate the information we
gathered in social media and in the
academic environment, in order to
raise awareness on the subject and
stimulate the interest of the young
generations in cultural heritage and its
preservation.
We also intent to continue our

heritage collection innitiatives even
after BABEL project is over, by
following up on the two other paths
we started to explore, described in the
beginning of section II. Development.
We are encouraged by the fact that,
by using this method, we managed to
spark intergenerational dialogue
between students and their
grandparents. Our initial plan, which
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proved a little too ambitious for our
present context and ability, was to
make a selection of the most
interesting interviews we received,
edit them into a short film, then visit
the schools that answered our call and

organize a series of participatory
workshops that would conclude with a
viewing of the short film. We haven’t
yet given up on this plan and we are
waiting for the right time to make it
happen.

V. EVALUATION
Our evaluation was mainly
internal, but spread on several levels.
We mainly evaluated the heritage
collection process itself, but also its
possible effects on the people
involved:
 Feedback from the people
we interviewed: after the
interview we asked them how
they felt to be interviewed.
Answers varied from „It was
nice to have such young people
interested in what I do.” to „I’m
used to (city) people asking me
about these things, but I always
wonder what they find so
interesting about it.”
 Feedback from our guide: he
was happy to show us around
and introduce us to these living
treasures. In his opinion, it’s
important to keep cultural
heritage alive and contribute to
supporting the living treasures
and their craft and art. Any
opportunity to do so is a good
one in his opinion, so he was
happy to be part of BABEL





project.
Feedback from the students
who participated in the
preparation stage and the
ones who joined us to collect
the heritage: the students
appreciated the opportunity to
do something practical in their
field of study and the effort we
put into simulating interviews
during the preparation phase.
They admitted they were
nervous to do the interviews
and would have been even more
so without the simulations. Even
with the preparation, they found
the interviews interesting, but
difficult to do.
Internal feedback from the
participating Universitur
members: when the team
reassembled in Bucharest, we
had an evaluation meeting to
assess what went well and the
things we could improve. The
conclusions are listed in section
VI.
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VI. CONCLUSIONS
The heritage collection method is
extremely compatible with our
association’s profile, activity and
especially with our main target group,
which is comprised of the students
who attend the Faculty of Geography,
University of Bucharest. Similar to the
academic background of the
association’s founding members,
many of these students study Human
Geography, which also comprises
theory about cultural heritage and its
management. Therefore, by proposing
this method, BABEL project offered us
the opportunity to get back to our
roots and get one step closer to
achieving our mission: narrowing the
gap between formal and non-formal
education by offering our main target
group the possibility of enriching and
applying in a non-formal way
knowledge they gained in a formal
environment.
For us as direct beneficiaires,
applying this method allowed us room
to experiment and explore yet
another creative way of reaching our
organisational objectives and
engaging our target group.
Even with the preparation phase
and simulated interviews, we realized

collecting heritage with the interview
method is a delicate process that
takes as much practice as possible in
real life conditions. In the future, time
and resources permitting, we would
probably benefit from both simulated
interviews and a form of „interview
shadowing”, where people who are
not as experienced shadow more
experienced interviewers for a while
before becoming the primary
interviewers themselves.
Another difficulty we noticed was
filming the interviews, as this too is a
delicate matter, especially when the
interview is „on the move”, taken
while the interviewed person is
practicing their craft. For the best
outcome, we feel there needs to be a
very good understanding and nonverbal communication between the
interviewer and the person filming.
We believe this is also an aspect that
can be improved simply through
repetition - by gaining experience.
However, a solution might be to have
the video-photo responsible present
during the preparation phase so they
can better understand what to expect
and be aware of the dos and donts of
an interview.
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“SHARED ISOLATIONS”
La corte della carta (Italy)

I. CONTEXT
General context. Justification.
La Corte della Carta planned to
carry out the collection of oral
traditions over the months of February
and March 2020.
The initial plan involved delving
deeper into the traditions already
partly collected thanks to the
interviews with the Living Books (for
the Living Library carried out in
January on the topic “IN-VISIBLE
CITIES”) and a subsequent artistic
adaptation in order to reclaim and
disseminate the heritage.
The artistic adaptation would
take place in the city of Monza, where
almost all the interviewees reside, and
would be hosted by the San Rocco
Library of Monza, the same place that
hosted the Living Library, as a way to
continue and conclude the initiative.
Through a workshop, we would
further explore the cultural traditions
related to the stories told by each
Book, stories whose main topic and

common link were cities (e.g. Aleppo artisan soap production; Canicattì Sicilian cuisine, traditions and
customs related to meals as a
moment of conviviality; Managua habits related to leisure and cultural
consumption of the city's groups of
women; symbols and meanings
attributed to the natural and artificial
elements of the city and the role they
play for the inhabitants’ orientation
and “mental mapping” of the space;
etc.).
The workshop, open to the
public, would also be attended by
some of the readers who had met the
books during the Living Library.
Participants would bring their own
knowledge and experience on oral
traditions related to the city of their
heart. Each participant would become
the page of a collective artist's book
that would gather the artistic and
personal expression of the cities and
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their attached traditions. The idea was
not only to collect in writing and
catalogue everyone's contributions,
but also to reimagine them in an
artistic way, and then exhibit the
product in the Library in order to
reach the inhabitants of the
neighbourhood.
In February and March, the
spread of the SARS-CoV-2 virus and
the measures that were consequently
adopted (first in Lombardy and
subsequently throughout Italy)
changed everyone's lives and brought
on the cancelation of any type of
activity involving travel and the
assembly of people. Having already
promoted the initiative and not
wanting to give up the project, we
considered two options:
- find an alternative solution by
using other means of communication
to continue the planned activities;
– postpone the activities until a
later date.
Regarding this specific initiative,
after a careful analysis of the context
and situation faced first by Italy and
immediately after by many other
countries, we decided to postpone the
workshop. It didn’t seem right to
cancel it - not to the people involved,
when thinking about the value already
created by consolidating the work
group … and when thinking about the
energy invested by the association,
partners and participants.
The idea of continuing the work
with other means was considered,
but, precisely because of the changing
context, we identified other types of
needs to which we felt it was
important to respond by drawing up a
different initiative. Moreover, the
strongly promoted and potentially
high participation in our workshop
would have fallen drastically during

such a difficult period for the entire
population, our work group included,
while proposing an online alternative
would inevitably exclude some of the
people originally involved.
We attach here the poster that
promoted the workshop, which had 15
registered participants.
This is the link to the event
promoted and then cancelled

The SARS-CoV-2 virus quickly
spread worldwide, starting from China
(December 2019), arriving in Italy
and Europe, hitting Spain hard, and
then moving onto the United States
and the rest of the world.
All the partner countries involved
in our project had to deal with this
situation. Our Spanish, Portuguese
and Romanian partners contacted us
when the virus arrived in Italy to offer
comfort and encouragement;
subsequently, we continued to keep in
touch and update each other as the
epidemic spread, sharing information
and exchanging opinions and
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reflections on the changes taking
place and on the sometimes similar
and sometimes different measures
that countries took to deal with the
spread of the virus. The common
element, though enforced in different
ways, was the authorities’ call for
social distancing, for isolation.
Quarantine in Italy produced a
series of different situations, as the
word “isolation” acquired a different
meaning for each household. To
everyone it meant the impossibility of
physically reaching their relatives or
friends and, in the most difficult
cases, it meant the lack of adequate
support, which mostly put elderly
alone people in crisis. And it was the
elderly in particular, the “Living
Treasures” carrying the memory of
each community, who were most

affected by the disease. Therefore, we
asked ourselves how we could - from
home - use our skills as a small
cultural association. We thought of
proposing interviews that would allow
us to reach these keepers of memory
so that they could share their
experiences of isolation lived in the
past. We then created and began to
test an interview model to be carried
out by recording a video or even just
an audio, interviews that we called
“SHARED ISOLATIONS”. In order to
better structure the questions, we
consulted with our European partners.
After receiving several interviews from
our closest contacts, thus confirming
the interest in the proposal, we
decided to extend the initiative to the
entire Lombardy.

What kind of oral heritage?
We identified as oral heritage we
wanted to promote the life stories of
people who had experienced isolation
in the past and who were willing to
share their story. These are personal
testimonies in which it is possible to
find skills, knowledge and strategies
drawn from the particular situations
faced, but which are not necessarily
shared by a cultural group and
therefore not definable as traditions.
However, in our opinion, they
represent a heritage that, if
disseminated, could lead to the
sharing of strategies and perhaps
even to the creation of new ways of
dealing with this historic moment.
In fact, one of the main
objectives of safeguarding intangible
heritage is to foster encounters,
knowledge and understanding

between generations, subcultures,
peoples and different communities,
learning to respect and appreciate
each other’s differences.
Focusing on the collection of Life
Stories, however, we found references
to some oral traditions that
accompanied and supported the
moments of isolation experienced in
the past by the interviewees. Games,
songs and activities related to the
activities and customs of domestic
life, such as cooking and sewing.
In addition, we collected
testimonies regarding how people
used and related to various means of
communication and information, in
order to understand how people
accessed the news and kept in touch
during times of isolation.
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Geographical location.

Initially the collection started
with our closest acquaintances, in
Bussero, where one of our partners
lived who interviewed her mother,
Mrs. Teresa.
Therefore, it started in the
province of Milan, in Lombardy, the
epicentre of the COVID-19 epidemic in
Italy. The collection started informally,
with some questions addressed to the
family members and acquaintances of
the members of La Corte della Carta.
Due to travel restrictions and
security and distancing measures,
interviews were recorded by family,
using smartphones, and then shared
with the association via internet.
To reach people with whom we
could not have direct contact, a guide
was provided by email: the guide

contains the interview questions and
some practical advice for the
recording.
The shared questions allowed us
to compare the answers more easily.
The collection area has first
expanded in Lombardy - Monza MB (3
interviews), Bussero MI (3
interviews), Sustinente MN (2
interviews), Milan (3 interviews) - but
the work continues, so we expect the
number of interviews to rise, allowing
us to reach many new households.
The place of collection is always
the private home of someone who has
agreed to be interviewed or to
interview someone, shedding light on
stories or experiences that took place
in Italy or in other parts of the world.

Description and contextualization of heritage
in space and time.
The life stories revealed traditions
centred around possible “tools” that
people used in moments of isolation.
The interviewed people experienced
isolation at different historical
moments, due to various factors and
under different conditions, so the
“traditions” collected are also diverse.
What unites them is precisely the fact
that they were used in response to a
situation somewhat similar to the

current one.
These elements of
contextualization emerged through
two questions, which we used to find
this information whose focus we
mention below:
• the use of communication and
information channels;
• games, songs, stories that were
used to pass the time.
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Objective of collection.
•

•

valorize people, especially the
elderly, who represent a
resource and retain in their
memory the experience of a
moment of isolation already
lived through and overcome;
collect traditions and stories of
personal history that otherwise
risk being lost, in order to
disseminate them and possibly
readapt them in different ways;

•

allow recognition through
storytelling: those who are
living in isolation today can
compare their experience with
that of people who shared their
past experience and feel
solidarity, while also comparing
communication tools, means of
leisure, historical situation,
similarities and differences in
situations of isolation due to
various reasons.

II. DEVELOPMENT
- Personal knowledge (life stories)
Stories of isolation were our main focus, some of them occurring because
of periods of isolation shared by the entire population of a certain place
(Chernobyl, fall of the Communist regime in Albania, curfew in Lima), or by a
part of the population (displacement during the Second World War, a stay in
the sanatorium for tuberculosis). Others are isolations caused by private
events (infectious diseases in time of non-epidemic, accidents and
hospitalizations).
- Collective knowledge
Songs (Sanremo Festival, Italian musical event), TV series, games
(Chinese checkers), stories about cooking and cooking together, reading.

Who is the source of the heritage?
The question we asked ourselves
was “who lived stories of isolation?”.
We decided to first contact people
we knew personally so that we could
check if they were in a position to
participate in the project. Once we

checked on their health and
availability, we further extended the
invitation to anyone they wanted to
invite. We made this choice in order to
not be invasive given the difficult
moment we are all going through.
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Preparation, planning and collection of life
stories.
(12 March 2020) First online
meeting between the members of La
Corte della Carta to decide if and how
to mobilize at this historic moment.
What can we do as an association?
The conversation immediately
went to the situation of isolation in
which we all find ourselves, but also
to the topic of isolation as something
that some people have already
experienced and could possibly share.
We thought about the tools we have:
the internet. We started looking
through our contacts for those who
had already had a similar experience
and wrote the first ideas for the
questions we could ask in a long
distance interview - a distance which,
thanks to modern technology, can
actually be reduced. The purpose of
collecting these stories was
humanitarian (mutual aid), born
spontaneously and not yet linked to
the Babel project, even if it was Babel
project that gave us the skills and the
idea, which wouldn’t even exist
without it: to put memory in the
service of the current situation.

(16 March 2020) A first draft of
the questions for the “SHARED
ISOLATIONS” video interviews. Our
European partners, involved in an email discussion on the structure of the
questions, advised us to include some
more precise questions related to the
recovery of oral traditions. Attach you
will find the final set of questions.
The first test was carried out by
interviewing the mother of one of our
members; at the same time, we
emailed the interview questions to
some friends who immediately took us
up on the proposal.

(2 April 2020) After receiving 3
videos in a very short time, we
planned to create a series of Facebook
posts that we called “SHARED
ISOLATIONS”.
(6 April 2020) As the work begun
to take shape, we decide to divide the
roles: one member collects and edits
the interviews, while another deals
with posting them on social media and
editing the subtitles. The other
members helped find people to
interview.
We started posting two videos a
week on the Facebook page of La
Corte della Carta and wrote a detailed
email to explain to interviewers or
self-interviewers why we are
collecting their stories and how to
proceed.
(13 April 2020) We proposed to
our European partners that this
project become part of Babel. The
collection of “IN-VISIBLE STORIES” is
postponed until September. We asked
APDP if it was possible to consider this
project a collection of life stories (oral
heritage) that also contains a
collection of oral traditions.
(8 May 2020) We post our 11th
interview, but the project continues.
Interviews are almost impossible
to set: the situation is dictated by the
coronavirus quarantine rules. We
asked the family members of the
interviewees to carry them out,
according to their availability, at the
quietest and most convenient time for
all of them.
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Our recommendations, which we
attach below, refer to:
• who can interview (family
members)
• technical help - how to set up
audio-phone-light…
• how to interview yourself

•
•
•

how to send us the resulting
interview
where it will be possible to
watch it
what is the purpose of this
project

How was the collection done?
The video interviews were made
by relatives (children, grandchildren,
nephews, spouse) who live with the
respondents; in one case the
interview was carried out via remote
video call; in another case a selfinterview was carried out, so the
interviewee asked herself the
questions. All the interviews were
carried out following the list of
questions sent by e-mail, which
contained precise technical indications
(such as setting up the smartphone
camera, resolution, best light, audio
recording, how to send the video to La
Corte della Carta), as well as practical
advice for carrying out interviews (for
example: write down the questions, if
necessary sit next to the respondent).
Having taken on the task of

interviewing people of different ages
and backgrounds, and having asked
the respondents to make videos of
around 5 minutes, the interviews
collected were characterized by a
rather strict use of the questions.
Due to difficulties related to
owning and using modern technology
(especially for the elderly) and in
order to make up for the digital
divide, we suggested the possibility of
doing audio interviews. This way, a
relative (e.g. grandchild) could
interview and record the respondent
even if they didn’t live in the same
house. In these cases, the interview
was fitted with subtitles and added
onto a video file in order to be shared
on the internet.

Treatment of collected data.
The interviews were collected
through wetransfer.com, modified
where necessary (cut, assembled,
audio edited), uploaded to the
Association's online archive, and
published on social media channels for
maximum dissemination, with a
description that varies a little from
interview to interview, and hashtags
related to the content of the project,
of the interview and our motivation.
Finally, interviews containing valuable

answers were transcribed and parts of
them were made into a montage.
Work steps:
• “cleaning” interviews with video
editing;
• inserting subtitles;
• biweekly publication with a
presentation of the topic;
• identifying the interviews that
most answer the two questions
connected to collecting of oral
traditions;
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•
•

transcribing parts of the
interviews;
editing these parts in a single

•

video;
sharing the montage and the
previous videos on Babel's
social media channels.
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III. RESULTS
From 2 April to 8 May we
collected, edited and shared:
- 10 video interviews,
- 1 audio interview,
- 1 written interviews,
With this material we produced 1
final video with the logos of the
project.
The collection and the work will
continue even after the end of Babel
project.

Interviews:
Mrs. Teresa interviewed by
her daughter Anna
Mrs. Maria interviewed by
her daughter Laura
Aurora self-interview
Mrs. Giovanna interviewed
by her son
Mapi (mrs. Maria)
interviewed by her daughter
Valentina
Mrs. Afra interviewed by her
husband Walter
GB interviewed by daughter
Giulia
Mr. Bruno interviewed by his
daughter Cristina
Mrs. Giovanna interviewed
by her nephew

Cartel del evento “Libro de
artista”
Storie In-Visibili - Laboratorio di
Libro D'Artista

IV. APPLYING THE RESULTS
The collected material was meant
to be disseminated, so this step is
intrinsic to the request to create a
video interview. The interviews were
shared on social media (Facebook,
Instagram), but also with the

interviewed people by sending the
links to their personal communication
channels. It was also the interviewees
who disseminated the initiative among
their own contacts.

V. EVALUATION
We evaluated our work during
several team meetings using these
indicators:
• people’s response and
participation to interviews
(surprisingly good);
• social media response and
dissemination (above

•

expectations, but can be
improved);
variety of experiences collected
(out of 11 interviews, 4 topics
were addressed: war,
hospitalization, environmental
reasons, political reasons, but
each interview referred to
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•

different places and historical
moments);
the possibility of collecting data
about experiences linked to oral
traditions and comparing them
(mainly traditional games and
activities emerged which,
however, do not provide a
sufficient database to be
statistically analysed, but can
nevertheless be food for thought
to be explored);

•

•

quality of published videos from
a technical and communication
point of view (it varies a lot
from one device to another and
depends on how well the advice
we provided was applied);
adapting the project in terms of
its “humanitarian” usefulness in
today's historical situation (we
had a lot of feedback that
reinforced our work, which
pushed us to continue!).

VI. CONCLUSIONS
● The first critical issue emerged
is related to the context of
isolation and suffering that we
are experiencing due to Covid19: we wondered if it was
ethically correct, in this period,
to ask people for such a
contribution, given the already
high psychological pressure to
which we are all subjected.
● The issues that emerged from
the respondents' answers were
not looked into any further with
new questions from the
interviewers who, not being
professionals, stuck strictly and
exclusively to the questions we
suggested.
● A certain degree of spontaneity
was lost during the interviews:
the request for a limited
duration and the prospect of
their publication in social media
led interviewers and
respondents to consider this a
product. The opportunity to

share/tell stories, was probably
taken advantage of in the
moments of storytelling that
preceded recording the video,
so it was a private moment
inside the family that wasn’t
documented.
The interviews should be
explored further with more time and
training on the part of the members of
Corte della Carta, who are improving
in this area, but who feel they need
more training and experience, with
questions prepared by us. We have
already contacted an anthropologist
expert in interviewing methodologies
because we would like to interview
some people again, delving deeper
into the aspects related to media,
games, music and places. The idea is
certainly to write an ad hoc project
starting from this first collection and
use the heritage collected for multiple
occasions of adaptation, exhibit and
dissemination.
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DIDACTIC PROPOSALS
ON ORAL HERITAGE IN GALICIA
Xandobela | Educación e Cultura (Galicia-Spain)

I. CONTEXT
What kind of oral tradition?
The oral traditions we have
worked with during this project
generally belong to the literature of
oral tradition and, in particular, they

Geographical location.
Zobra, Lalín Town Hall,
Pontevedra Province, Galicia.
Lalín is a municipality located in
the Galician geographical centre with
a population of about 20,000
inhabitants, among which 10,000
reside in the urban area and the rest
in 52 rural regions. A quarter of this

are tales, legends, mythological
beings, happenings, anecdotes and
song lyrics.

population exceeds 65 years and most
of the active rural population is
employed in the primary sector. One
of the most secluded rural population
centres is Zobra, where there are only
about 150 inhabitants left on a 23 km2
area out of which only 3% are under
16 years old (approximate values
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from 2011). Its remoteness from the
urban area and the poor infrastructure
which prevents the accessibility to it
have favoured the preservation of the

knowledge and the customs of
traditional Galician society in a natural
way from the urban and globalized
world.

Description and contextualisation of the
tradition in space and time.
In Galicia the transmission of folk
wisdom and culture occurs mainly in
the rural context, and it falls mostly
under the responsibility of women.
Amparo, Celsa and Hortensia are
women born in Zobra in the 20/30s of
the last century, and they have lived
there ever since. They grew up
learning from the elderly of the
community how to develop the
specific economic activities of
subsistence, as well as the folk
wisdom, customs, and the worldview
of the people. This intergenerational
transmission has been given in a

completely natural and direct way.
Due to the transformation of the
Galician society in a era when a new
paradigm ceases to give value to
popular wisdom, we may be facing the
last generation that has received the
transfer of this legacy directly.
Although these women have
barely been able to access formal
education, since they hardly know
how to read and write, they hold very
valuable folk knowledge of oral
transmission at risk of disappearing
with this generation.

The aim of collecting tradicional knowledge.
In 2013 Xandobela participated in
the European project Grand
Treasures, which aimed to identify,
share, disseminate and valorise the
Living Treasures and their knowledge
in the local communities of the
partner organisations. The term
'Living Treasure' has been coined by
UNESCO to refer to all those persons
who possess a high degree of
knowledge and the skills required to
act or recreate concrete elements of
intangible cultural heritage, and are
therefore relevant witnesses of life,
carrying knowledge of high
significance to the community or of
human manifestations threatened to
disappear.
Among other actions aimed at
achieving these objectives, we
decided to collaborate with the

Intercultural Association Santa
Ferreña dos Encontros de Música
Tradicional in order to elaborate an
audio-visual exhibition named 'Our
Treasures'. Its purpose was to
highlight the value of the Living
Treasures, while emphasizing the
importance of the intergenerational
transmission of knowledge, practices
and experiences which are vital for
their conservation and valorisation. In
particular, it was also meant to pay
homage to the Great Living Treasures
that have been participating since the
very beginning in the Encontros de
Música Tradicional de Carboeiro, a
festive day based on intergenerational
dialogue around the intangible cultural
heritage organized annually by this
association and attended every year
by several 'characters'.
For this exhibition, there were
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interviews conducted with the Living
Treasures who shared their knowledge
that were recorded on video for later
editing and dissemination both

through the physical exhibition during
the festival and on free digital
broadcast platforms.

II. DEVELOPMENT
The exhibition was structured
based on the five areas of the
intangible cultural heritage set by
UNESCO, so apart from the Living
Treasures, people who were
representative for each of these areas
were selected. The group of Living
Treasures chose to present the role of
oral expressions and traditions
consisted of these three women of
Zobra. That is not only because of

their ability to show the rich and
diverse folk literature due to the
circumstances mentioned above, but
also because of the fact that they are
great singers and connoisseurs of folk
songs that accompanied them during
work or leisure time. The aim was to
identify examples of oral narrative
belonging to various categories
(stories, legends, anecdotes, song
lyrics…).
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Who holds the oral traditions?
A participant in the project, who
is also a member of the association
and maintains a close relationship
with the participants/”exhibits”, has
been in charge of coordinating and
carrying out the whole process.
For the collection of audio-visual
material, we have collaborated with a
person with specific knowledge in the
field.
The interviewer went through a
preparation stage by reviewing
previous interviews with the
informants, as well as consulting
bibliographic, audio-visual and sound

collections on Galician folk literature.
Based on this documentation, a script
was developed to support the
interview. The objectives of this script
were, in addition to giving examples
of oral tradition, finding out who had
passed on this knowledge to them and
whether they had passed it on to
someone else.
• Amparo Dobarro (Zobra-Lalín,
1931)
• Hortensia Taboada (Zobra-Lalín,
1931)
• Celsa Muradás (Zobra-Lalín,
1940)

When was the collection carried out?
SInterviewees were asked about
a location in which they would feel
comfortable for the recording of the
interview, while meeting the light and
sound conditions for optimal video
recording. An appointment was made
in a suitable place after all the parts
involved agreed. They were informed

clearly and in detail about the purpose
of the interview and its use, and they
were provided a description of the
interviewing process. Their consent
was also requested for the recording
and the dissemination of the audiovideo material.
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How was the collection carried out?
The collection has been carried
out through an unstructured
interview, an informal conversation in
which there were no established
questions or restricted answers, but
the interviewer had to stimulate and
lead the conversation based on the
pre-elaborated script. The script was
open to modifications based on the
responses obtained, while the
interviewer was continuously seeking
to create a climate of trust and
through suitable behaviour and
language, being an active listener in

order to facilitate the free expression
of the informants.
As the objective was for the
informants to identify and verbalise
the examples of oral literature that
were sought for their recording on
video, the interviewer has tried to
stimulate and lead the conversation,
minimizing their impact and carrying
out active listening since sometimes
the communication was nonverbal.
The full names and dates of birth of
the interviewees were collected.

How was the data processed?
Since the objective of the
interview was to make a video to
present at an exhibition during a
festival and disseminate through
digital platforms, the rough version of
the video was visualized to select the
most interesting cuts based on what
was intended to be shown, trying to
adjust to the recommended duration
times for such formats - no more than
15 minutes long. We aimed to choose

examples of different categories of
oral literature that came out in the
collection to show the variety and
richness that existed, in particular
manifestations of tales, legends,
mythological beings, happenings,
anecdotes and folk songs lyrics. They
also included their responses on how
they had learned it and whether they
had passed it on to someone and the
reasons behind.

III. RESULTS
Thel resulting video was shown
in the exhibition „Nuestros Tesoros”
(„Our Treasures”) at the
aforementioned festival, as well as on
free digital platforms and
disseminated through social networks.
Within the framework of the Grand
Treasures project, it has been
subtitled in English and has been
disseminated by the partner
organisations in their local
communities, upon uploading it on the

project's website, where it is still
available for free.
The resulting video has also been
delivered in DVD format to the
interviewees.
Based on the experience gained
from the realization of the meetings
for the collection of intangible cultural
heritage, we have created this free
onlin publication with
recommendations for this purpose.

210

IV. APPLICABILITY
The videos resulting from the
online exhibition 'Our Treasures' have
been the seed of the project “Living
Treasures” that has been developed
with the public regional financial
support.
Through it, not only has the
catalogue of the video interviews of
the Living Treasures made available to
the citizens through the web portal of
the project and social networks, but it
has also been enriched with
information about each of them or
about the type of heritage they
presented during the interview. We
wanted to create a space that lasts in
time and offers a wide range of
proposals for dissemination and
dynamization to enhance, on one
hand, the self-esteem of the people
transmitting it, the visibility and value
of the Galician intangible cultural
heritage and collective memory and,
on the other hand, the
intergenerational dialogue and active
participation in building knowledge
from a critical and meaningful
perspective.
Therefore, we found it essential
to develop accessible and transferable
teaching materials to any educational
context in the Galician environment
with proposals for pedagogical
activities and recommendations for
workers in the field of youth
(educators, teachers, sociocultural
animators...).
The didactic proposals around
the video interview with these three
women on folk literature aimed to
dynamise the process for the
youngsters between 12-14 years old
and to be usable by any educational
agent without the need for prior

knowledge, being adaptable to any
context of Galician reality. The
activities proposed focus on the
investigation and active participation
in the discovery of these heritage
elements since the intergenerational
dialogue is inherent and both
generations are the real protagonists
of the process. Moreover, we aimed to
show the applicability of this folk
wisdom in current times, changing the
archaic and static vision of traditional
elements as museum exhibits.
For example, one of the activities
proposed is addressed to young
people who, after watching the video,
have to look for legends in their
nearby environment, using their
smartphones to record on video or
audio what people tell them. The
information collected is uploaded on
Internet through an interactive map
that allows geolocating the legends in
the territory, being useful for
dramatized routes or treasure hunt
events. With the legends collected
they can also create a theatre play or
a short film or any other artistic
manifestation. These proposals that
stimulates them to get in touch with
folk literature from a contemporary
perspective has a multiplier effect.
The apps presented are available for
free download and are always
accompanied by tutorials and relevant
examples on how they were
previously used.
Due to the narrow territorial
applicability of the research presented
in the video, we did not translate the
original text of the didactic material.
Although the ideas that came out and
the methodological approach may
serve as inspiration to create new
proposals in any sociocultural context
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of the world, the truth is that heritage
references that were collected are so
grounded in the local reality that they
would not have a direct application
outside Galicia, so we decided to keep
the texts in Galician only. For
example, it would make no sense that
a teenage Polish girl would ask
questions at home about the
Antaruxada (mythical being
of the Galician imaginary), or to
reference traditional Galician songs in
order to invite them to collect others
in her own cultural reality. However,
we want to highlight the fact that both

the methodological approach
(information and social research,
collective cultural creation) and the
activities proposed are absolutely
transferable, even if the heritage
content would have to be adapted
according to the culture where the
didactic proposals are to be
developed.
At Xandobela, one of our
priorities was designing teaching
strategies able to ensure the clear
transferability of the methods and
activities included in the guide
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V. EVALUATION
The video "Amparo, Celsa and
Hortensia are recounting us…":
the usefulness of video over the years
has been more than demonstrated
through its recurrent use in different
projects at local, regional and
international level. It has served to
disseminate intangible cultural
heritage in general, and the literary
and oral Galician one, in particular to
our European partners, showing the
richness and diversity of the European
PCI and its crucial social value; has
stimulated actions of dissemination on
a larger scale, such as the exhibition
that took place during the event „ los
Encontros de Música Tradicional de
Carboeiro”; it is part of the video
gallery of “Proxecto Tesouros Vivos”

which aims to highlight the
fundamental role of people holding
intangible cultural heritage in Galicia;
and, finally, it has allowed its
significant teaching and dissemination
opportunities to be exploited through
the design and development of the
teaching material.
The didactic material
"Teaching proposals related to
oral heritage": it has not been
tested by teachers or teaching staff
outside Xandobela yet, so we do not
have data or feedback in this respect.
However, Xandobela's staff has
applied some of the activities
proposed in the guide, validating its
relevance and usefulness.
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I.
VI. CONCLUSIONS
The technical equipment for the
audio-visual recording of the interview
that we had at the time were not
optimal and this has been reflected in
the quality of the video: the audio is
poor and even sometimes
unintelligible; the video is too long
and lacks the dynamism. Even so, its
contents meet the objectives. In
many cases, the lack of resources to

develop such projects directly affects
the quality of the final products.
The implementation of the
teaching resources is highly
dependent on the motivation and
determination of the educational staff,
who, given their work circumstances,
do not always hold the will to carry
them out.
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COLLECTING ORAL AND
LITERARY HERITAGE:
OTHER EXAMPLES OF
GOOD PRACTICES
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IN PORTUGAL
II.
De boca a oreja. Cuentos, leyendas, proverbios, adivinanzas,
cantinelas... al descubrimiento del patrimonio oral de las 4 ciudades
(From mouth to ears. Stories, legends, proverbs, riddles, songs …
discovering the oral heritage of the 4 cities) is a project which resulted
from an educational action implemented between 2014 and 2017 in the
municipalities Fundão, Marinha Grande, Montemor-o-Novo and Vila Real
de Santo António.
https://www.cm-montemornovo.pt/pt/siteviver/educacao/PublishingImages/Paginas/Projeto---À-Descoberta-das-4Cidades/De%20boca%20a%20orelha.pdf
Memoriamedia is a project under the aegis of the Cultural Cooperative
CRL, which exists from 2006. Its objective is to study, catalogue, and
disseminate intangible cultural heritage actions.
https://www.memoriamedia.net/index.php/home/o-projecto
Tradición Oral del Municipio de Constançia: patrimonio cultural inmaterial
(The oral tradition of Constançia municipality the intangible cultural
heritage) was a project implemented by Museum of Rivers and Maritime
Arts and the Luís de Camões Primary and Secondary School. Its
objective was collecting the intangible cultural heritage from the
Constançia municipality. The collection was done by young people aged
10 to 12 years studying at the schools. The final product was the paper
“Oral Traditional in Constançia Municipality – intangible cultural heritage”,
which contains several types of traditional oral literature: prayers,
proverbs, songs, riddles, romances, stories, etc.
https://www.pportodosmuseus.pt/2019/09/17/apresentacao-do-livrotradicao-oral-do-concelho-de-constancia/
https://edtl.fcsh.unl.pt/encyclopedia/literatura-tradicional/
https://revistafabulas.com/2016/03/03/a-literatura-de-tradicao-oral/
http://aprenderamadeira.net/conto-de-tradicao-oral/
https://www.dn.pt/sociedade/contos-de-fada-sao-mais-antigos-do-quese-pensa-vem-da-idade-do-bronze-4990518.html
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IN GALICIA (SPAIN)
In Galicia there are many experiences and projects that collect and
disseminate living literary and oral heritage. Here is a small selection showing
the heterogeneity of the proposals in terms of format, medium and typology of
actions. We chose those with which we share the collaborative and
participatory vision of field research and collection, as well as the creative
approach of communication channels and formats.
“Pontenafala” project, by Ponteceso Municipality
https://pontenafala.wordpress.com/
“Fálame de San Sadurniño” project, by San Sadurniño Municipality (“Tell
me about San Sadurniño”) http://www.falamedesansadurnino.org/
“Galicia Encantada” website https://galiciaencantada.com/
“Polafías”, section for literature on oral tradition on the AELG website
(Association of writers in Galician language)
https://www.aelg.gal/Polafias/
“Cafés da memoria” project at Museo do Pobo Galego
http://www.museodopobo.gal/web/uploads/files/Caf%C3%A9%20da
%20Memoria%20resumo.pdf
“Patrimonio do Xurés” project, by the Gerês-Xurés Cross-border
Biosphere Reserve (“Heritage of Xurés”)
http://illabufarda.gal/Patrimonio-do-Xures
https://www.facebook.com/pg/patrimoniodoxures/about/?
ref=page_internal
http://culturagalega.gal/noticia.php?id=26506
Collaborative website “Orella pendella” https://orellapendella.gal/
“Contos do Mar” project, by Carnota, Dumbría and Fisterra Municipalities
(“Stories of the sea”) https://contosdomar.com/
“Arrolos de Rianxo” project, by Rianxo Municipality and Maos_Innovación
Social https://maos.gal/portfolio/arrolos-de-rianxo/
APOI_Arquivo do patrimonio oral da identidade (oral heritage of identity
archive) http://apoi.museodopobo.gal/information.html
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EXPERIENCES ABOUT
CONFINEMENT
DA SOLI. INSIEME. Blog by Michela Chimenti
“I’ve been photographing strangers around the world for 5 years now. A
smile, exchanging glances and sharing the same space help establish in a
few moments a connection between myself and the other. I thought it
wouldn't be that different to try it through the computer. So I started
looking for large families, special situations, from the North to the South
of Italy, and then outside the national borders, in order to understand
what was and still is the perception of coronavirus, and what solutions
were found to survive forced coexistence. Alone. Together".
https://www.michelachimenti.com/home/da-soli-insieme
2020 Testimonies of a pandemic - Anthropology of the present –
Ethnografic Museum of Castilla:
https://www.youtube.com/watch?v=pDRGwWB2u9A&feature=youtu.be
Poiares records its cultural heritage through the window - 30 April 2020:
http://www.cm-vilanovadepoiares.pt/noticias2-2/2566-poiares-grava-oseu-patrimonio-cultural-a-janela?fbclid=IwAR21Df9uztVDS5Rec_mMwB0wpIvfW-42dthgyU4AAgOiZKAKZdjb1CFFTQ
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WHAT IS LABYRINTH
THEATRE?
Labyrinth Theatre (or Sensory Labyrinth Theatre) is a theatre
methodology developed by Iwan Brioc, a Welsh consultant in Applied Theatre 8
and Director of Theatr Cynefin, a UK-based platform for community activism
through theatre9. In his process of creating this methodology, Iwan was
inspired by the „Poetics of Senses” of Enrique Vargas and the practices of
Augusto Boal who was one of his trainers along his professional parcourse.
On his personal website10, he describes Sensory Labyrinth Theatre in the
following words:
Individual audience members journey alone through a darkened threedimensional labyrinth and along the way encounter moments and meetings
that provoke subconscious sensory memories (sensory portals) into which they
are gently invited to fall. In accepting this invitation constructs such as time
and space, me and you, the inner and the outer start to collapse. Framed for
the audience as ‘theatre,’ this space also takes on the added dimensions of the
aesthetic space – memory, and imagination: so that consciousness and this
conditioned process of construction we call ‘reality’ can become an observable
phenomenon – observed by the ‘character’ of the traveller in the performance.
Actually, labyrinth theatre is directly linked to at least four different
theatre methodologies/concepts: Sensory Theatre, Theatre of the Oppressed,
Social Theatre and Context-Oriented Theatre.
Any type of theatre is „awakening” the senses, but the Sensory Theatre
focuses on a different kind of engagement of the audience.
If in Ancient Greece, according to Aristotle, the purpose of drama was a
kind of purging or catharsis of emotions, the modernist view of Brecht inclines
towards the more utilitarian role of theatre. Brecht thought that theatre should
appeal not to the spectator's feelings but to his reason. While still providing
entertainment, it should be strongly didactic and capable of provoking social
change. He argued that in the predecessors’ plays the spectator tended to
identify with the characters on stage and become emotionally involved with
them rather than being stirred to think about his own life. To encourage the
audience to adopt a more critical attitude to what was happening on stage,
Brecht developed his "alienation effect" - the use of anti-illusive techniques to
8www.iwanbrioc.com
9www.cynefin.org

10Idem 8
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remind the spectators that they are in a theatre watching an enactment of
reality instead of reality itself11. Brecht is not ignoring the emotions, but he is
rather focusing on revealing the human experience as it is, beyond any
particular context. Therefore, a theatre play is always bringing on stage society
in its complex forms – whether it is the fundamental dimension of human
existence or the manifestation of „microsocieties”, such as couples, families,
small social groups, etc.
Another important figure for redefining the role of theatre was Augusto
Boal who, in his attempt to create a „people’s theatre” in Brazil in the 1980s,
developed a model that turns the stage into a forum where audience and
actors can propose strategies for overcoming oppression. This is how Theatre
of the Oppressed was born – by breaching the fourth wall between actors and
audiences – and by turning the spectators into spect-actors. The uniqueness of
this approach lies in the motivation that draws the audience to „invade” the
stage. By depicting a situation from the real-life drama of the spect-actors,
„they identify, recognize or resonate with the character of the protagonist and
are drawn to intervene often out of compassion”12.
For example, in Forum theatre (part of Theatre of the Oppressed – see
fig.1) a play is performed depicting an unresolved conflict and re-performed
opened to anyone in the audience - to enter and replace the actor whom they
identify as playing the oppressed, and show how they would act to resolve
such a situation.

11Encyclopaedia Britannica, 1995
12Jones, I.S., 2010, Context Oriented Theatre: A Theatre-Based Approach to Mindfulness; a
Mindfulness-Based Approach to Theatre, retrieved from
https://www.researchgate.net/publication/236584333_Context_Oriented_Theatre_A_TheatreBased_Approach_to_Mindfulness_a_Mindfulness-Based_Approach_to_Theatre
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Analysing different perspectives of the same situation often leads to a
better understanding of the reasons behind it and offers potential solutions,
which brings us to the initial intention of Boal – foster change in the world.
The Theatre of the Oppressed falls under the umbrella of Social Theatre,
which has a similar goal - it does not focus on aesthetics, it follows a rather
specific social agenda. According to Thompson, J., & Schechner, R. it usually
takes place in very diverse locations (from prisons, refugee camps, and
hospitals to schools, orphanages, and homes for the elderly) and it involves
mainly participants from vulnerable, disadvantaged, and marginalized
communities. Therefore, by using the non-conventional space for its
manifestations, social theatre also turns „non-performers” into performers.
According to Iwan Brioc, in Context-Oriented Theatre the attention falls
upon the context, as the aesthetic space is seen as a „portal to beingness”,
bringing together in one place the inner and the outer, the full catastrophe of
being alive.
The way Universitur Association perceives and applies it, Labyrinth
Theatre could be nested under the Applied Theatre category (together with
Community Theatre, Theatre for Development, Theatre in education etc.). It is
participatory and context-oriented, and it can have a significant impact on the
group that builds it, on the spect-actors and on the image of the place that
„hosts” it.
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HOW WE LEARNT IT?
HOW WE APPLIED IT?
Some of the current members of Universitur had the chance to meet and
work with Iwan Brioc himself during various youth projects developed by
Epsilon III Association and its partners in 2008-2011. The brilliant idea of using
labyrinth theatre inside museums (and the credits go to Lucian Branea) was
totally embraced and carried on by Universitur from its founding onwards,
given the fact that its founding members were studying or teaching Geography
of Tourism. Therefore, using labyrinth theatre as an interpretative tool for
space in general, and cultural institutions in particular became a priority for the
NGO.
Labyrintheme (2010-2012) was one of such valuable experiences for the
present members of Universitur. It was an international project co-funded by
the Lifelong Learning Programme of the European Commission and coordinated
by Epsilon III Association and the Bulgarian NGO BIVEDA. The central outcome
of this project was to configure a training course and a series of workshops
that support the use of participatory theatre approaches, methods and
techniques in institutions managing and exhibiting heritage across Europe. The
project resulted in two handbooks:
“Back to our senses. A Labyrintheme handbook for trainers”.
“It's all about Games. A Labyrintheme handbook for trainees”.
Labyrinth of Conflicts was the very first project of Universitur (Youth in
Action Programme, the former Erasmus+) which aimed to address issues such
as intercultural conflicts and migration, while also interpreting Romanian rural
space through the eyes of youngsters with different backgrounds, using
labyrinth theatre.
Fairy tales and fables (Basme și fantasme) was the first performance
„open to public” and was inspired by superstitions and traditional fairy-tales,
promoting immaterial heritage among its creators and spect-actors.
With the Gypsy Girls (La țigănci) was the first performance dedicated to
literary heritage. The theme was inspired by the short story written by Mircea
Eliade, and several moments of the labyrinth aimed to recreate the
atmosphere depicted by the author. It also marked an important moment in
the development of Universitur, since 8 of the members decided to move in
together and live in community in a big, old house to be also used for
performances, workshops and other cultural events.
Lead (Plumb) was a sensory labyrinth theatre performance dedicated to
the poets George and Agatha Bacovia which was organised in their memorial
house. Apart from promoting the literary heritage in a participatory way, the
collaboration with a public institution with rather conservative views was an
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important step, that shaped the association’s future view on the matter.
All the experiences mentioned above had a significant impact on how
Universitur perceives uses and interprets heritage. They also highlighted the
crucial need for preservation and promotion of heritage, especially when it
comes to its intangible side – traditions, customs, oral literature etc.
Labyrinth theatre is an excellent tool for provocation – it stimulates the
curiosity of all people involved and it draws attention towards the theme and
the space used for the performance. Therefore, it adheres to one of Tilden’s
principles of interpretation: „The chief aim of Interpretation is not instruction,
but provocation.”13 It generates awareness almost instantly and it has a more
significant impact than other methods (both as intensity and time-lasting) due
to its strong link with emotions and consciousness. Moreover, preparing a
labyrinth theatre performance is possible only by learning the conventions and
behaviours of the spaces and communities in which it unfolds, so it prompts
mutual understanding and social dialogue which will eventually lead to
tolerance, acceptance and change for the better.

HOW OTHERS DO IT?
(IN ROMANIA)
Labyrinth Theatre Company
The founder of the Labyrinth Theatre Company (LTC), Bogdan Nechifor,
came into contact with this method in 2008, during a training course in Milan,
led by the Welsh director, Iwan Brioc. Bogdan says that he founded the LTC
due to the impact this method has on the participants, be they builders or
spectators. The LTC aims to develop and bring this type of performance in the
Romanian cultural landscape.
In addition to the performances and events they coordinate, the Company
helped spread this methodology by disseminating it in several important
Romanian cities (Craiova, Cluj, Sibiu, Timișoara and Iași) to new groups and
associations.
The Company is also one of the founding members of the international
network The Republic of The Imagination, which deals with research and
development of participatory arts at European level.
Here are two examples of projects developed by the Labyrinth Theatre
Company:
iCarus
Iwan Brioc supervised the entire creative process of the iCarus
performance, directed by Bogdan Nechifor, which was attended by 30 artists
13Tilden, F. (1957). Interpreting our heritage: Principles and practices for visitor services in parks,
museums, and historic places. University of North Carolina Press.
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from various fields. The project was funded by ARCUB - Cultural Center of
Bucharest within the program "Bucharest - Invisible City 2016.
https://arcub.ro/eveniment/icarus-spectacol-de-teatru/
Ariadne's diary - project dedicated to high school students
A project developed in partnership with The School Inspectorate of the
Municipality of Bucharest, financed by the Bucharest City Hall through
PROEDUS CIVITAS within the Civic Partnership for Education. The target group
consisted of 40 students from 8 educational units in Bucharest. The workshop
lasted 6 days and aimed to create three labyrinth theatre performances .
ASYLUM Labyrinth Theater
ASYLUM Labyrinth Theater was founded in 2017 and 4 labyrinth theatre
performances were created - "Major Arcana", "Nest", "Metamorphoses" and
"Behind the Scenes". In their opinion, Labyrinth Theatre „is an artistic
manifestation that involves a direct and constant interaction with the viewer, a
call to introspection on the nature of human emotions. It is an adventure of
the senses, an introspective journey, where the illusion is homogenized with
reality, dreams take shape and feelings acquire new values. Conventions and
theatrical walls fall apart and the only things that stand still are the experience
and the present moment.” In addition to the performances, the Asylum
Labyrinth Theater also organizes development and self-knowledge workshops,
open to the public, based on exercises and trainings specific to the Labyrinth
Sensory Theatre method.
"Lascăr Rosetti" Theoretical High School from Răducăneni, Iași
During the project „We are different but similar” 50 youngsters and their
teachers, coming from Finland, Poland, Greece, Bulgaria, Italy and Germany,
used four classrooms to design a labyrinth theatre performance presenting
different views (scientific, religious) on the origin of the world.
Labyrinth-Creation and Book Club of "George Cosbuc" National
College from Motru, Târgu Jiu
19 students of the George Coșbuc National College from Motru founded
this club dedicated to organizing workshops based on non-formal education
methods, among which they also use Labyrinth Theatre. One of their
performances focused on the life and works of the great Romanian sculptor
Constantin Brîncuși.
Constanța State Theatre in collaboration with Constanța National
Museum of History and Archeology - „Drops of History” Labirinth
Theatre Performance
"Drops of History” was a labyrinth theatre performance created on three
planes. It was based on the life stories of people whose epitaphs are inscribed
on the tombstones in the archeological park near the History Museum. The
characters are inhabitants of the ancient city of Tomis (aprox. 2000 years ago),
who speak about their joy and accomplishments, their dramas, sadness,
remorse, thus recomposing the life of the old city.
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The numerous people involved in creating this performance - 15 actors
and 40 non-actors, the epic thread of the story, the ambiance provided by the
ancient ruins, the light delivered only by candles, torches and lamps, the
soundtrack inspired by Celtic music, and the itinerary going through three
stage-like spaces recreated the atmosphere from two millennia ago and took
the spectators back to a time and state of being described by Ovid in "Tristia"
as "the joy of grieving in Tomis”.

HOW TO ORGANISE IT?
The practice of labyrinth theatre is a complex process of interdisciplinary
performance, so there is no „recipe for a perfect result”; given the fact that the
performance depends on an infinite number of variables, the result you get will
be perfect and unique.
However, there are certain steps to be followed in order to reach your
objectives using this methodology.
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Vocabulary
GROUP OF CREATORS = the group that gives birth to the performance.
They can be professionals, non-professionals or a mix between the two
categories. They will be going through a training in order to develop
moments in the labyrinth and to act as a team throughout the process.
SPECT-ACTORS = the people who will go through the labyrinth, the
audience. Each one of them will cover the itinerary on their own, having
a private, personal experience.
MOMENT = stops along the itinerary of the labyrinth, each one designed
by one or more creators. The labyrinth performance is comprised by a
number of linked moments.
FACILITATOR(S) = the person(s) who lead(s) the group of creators
towards the creation of the labyrinth; very often the one that links the
moments to create a spatial and conceptual coherence of the
performance.

Steps

1
DEFINING THE AIM THE
OBJECTIVES OF THE PERFORMANCE
you
you
•
•
•
•

This is the moment in which you should analyse the priorities and what
mainly want to achieve with the labyrinth theatre performance. Basically,
must decide what your „number one” focus is.
Is it a deep, inner and outer experience for the group of creators?
Is it a life-changing experience for the audience?
Is it a way to add value and to promote the space that hosts the
performance?
Is it a way to generate awareness about certain social issues?

Obviously, no matter what the main priority is, you will manage to tackle
all of the parts involved, whether it is about the group creators, the audience,
the space or the action itself.
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2
FINDING THE GROUP OF CREATORS
After deciding the focus of the process, you need to find the suitable
group of creators. It is essential to set a profile for the further actions. If you
are aiming for a spectacular performance it would be useful to have in the
team a mix of people with artistic background, practical skills, and directing
insight. If your objective is to work with people from disadvantaged areas and
focus on their personal development and learning process, then knowing how
to approach them is more important than finding typologies useful for the
performance. If your aim is to put the space you are working with in a new
light, then it would be crucial to have a mix of creators - some familiar with the
local context, and some who come from outside.

3
FINDING THE SUITABLE SPACE
Even if labyrinth theatre is space-friendly and one of the ideas behind it is
to transform the space (as you find it) into place (will be discussed below), a
setting with certain features will make the process much easier.
● Make sure the people who manage it are open to participatory activities
and are flexible when it comes to space transformation – things will be
moved around and changed during the preparation of the performance.
If you are working with institutions with conservative approaches (“Do
not touch the exhibits”) you will need to assure them with all means that
their belongings are safe and that the working team is fully responsible
and capable of handing over the place as they found it.
● Find a space that fits your topic if this is relevant for the topic of your
project. However, this is not compulsory, it is just a recommendation
given the fact that usually the space is a determinant when it comes to
“shaping a moment” for the performance. Sometimes, if the space has a
strong “personality” the topic you set in advance fades away.
● Choose a space that can also host the training, not just the final
performance.
● Make sure it is logistically fit. It needs to be accessible and available for
long hours – sometimes it is difficult to estimate how long it takes to set
up the performance. It would be extremely useful to have more than one
access point, so your entrance can be separate from your exit.
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● Make sure it is safe. Even if abandoned sites are „treasures” for labyrinth
theatre, safety comes first. Make this clear to the group of creators as
well.
● Make sure you have alternatives for weather changes.

4
DESIGNING THE TRAINING FOR
THE GROUP OF CREATORS
In order to prepare an efficient training design, you have to know the
profile of the group members. Information on age, experience, background
could be useful to customise the activities according to the groups’ needs.
No matter how heterogeneous the group is or if its members are already
accustomed to each other, the training should dedicate significant time to
group cohesion and to creating a safe space for everyone.
If the aim of your training is to pass on the labyrinth theatre method, this
should be reflected in the way you structure the activities and in your
debriefings. For this purpose, it’s useful to include at least one debriefing every
day in which to address the activities from a more methodological point of
view. If the aim is for the tool to be replicated, then your learners
(participants) need to understand the learning objectives and the role each
activity plays in the overall process.

5
DECIDING THE PROFILE OF
THE SPECT-ACTORS
When deciding this profile, you should also keep in mind your medium and
long term organisational aims. You may choose to invite:
the general public, at random, if all you want is to create awareness on a
specific topic;
key people from certain organisations and institutions so they can
experience the method themselves, since labyrinth theatre is extremely
difficult to accurately describe to someone who’s never experienced it;
this will help you set the groundwork for future collaboration and it will
help them make informed decisions concerning your collaboration;
a certain group of people or certain individuals you would like to bring in
as future labyrinth theatre creators.
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6
IMPLEMENTING THE TRAINING*
Flexibility and quick thinking are essential in implementing a labyrinth
theatre training. Constantly taking the pulse of your group and adapting to
their needs is crucial for the final result. There are cases in which you might
have prepared your training down to the minute, but your group will not
respond well to the activities or will go in a different direction creatively. You
must understand that you are leading a sensitive and, at times, unpredictable
process, so, if this happens, it doesn’t mean you have failed, it just means you
need to adapt. This is why it’s ideal that a trainer with experience in dealing
with various target groups leads the training.

7
PERFORMANCE LOGISTICS
● Your start/entrance point should be separate from your finish/exit point.
If this is not possible, you must find a way to keep spect-actors who are
exiting from meeting with spect-actors who are entering.
● Each spect-actor will enter the labyrinth alone, so you need to make an
appointment for each of them and make sure they keep it. If all your
spect-actors show up at the same time, some of them can wait for hours
before they enter. With this in mind, consult your creators to decide on
the number of spect-actors your group can accommodate in one
performance. Keep in mind that each creator needs to repeat their
moment for every spect-actor who comes through. Estimate that the
spect-actors will enter at intervals of 7 to 15 minutes between them and
calculate from there.
● What happens at the entrance point is extremely important for the entire
performance, as it sets the pace and the feeling for what comes next.
The first moment can be designed as a common waiting room for the
spect-actors, a buffer zone between the outside world and the labyrinth.
The person in charge of this moment will also be in charge of keeping
time and telling spect-actors when to enter the labyrinth.
● In order to obtain an optimal flow during the performance, you must
make sure each moment has a safe and fairly accessible physical
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connection with the moments that come before and after. Make sure the
spect-actor is always guided from one moment to the next, be it seen or
unseen guidance. You can use signs or people to make sure this
happens. If the spect-actor can see the person guiding them, then this
person must be part of the performance narrative. If they cannot see
them, they are called a „connector”. Connectors are usually hidden from
sight and are in charge of operating installations, giving cues to the
creators or intervening in case something goes wrong. They are an
important part of the performance, as they can help regulate the flux of
spect-actors inside the performance and make sure spect-actors don’t
intersect. Connectors can be outside volunteers familiar with the
labyrinth theatre concept or participants who have decided not to have a
moment of their own, but still want to be involved in the performance.
● Even with everything timed perfectly, the personal and emotional nature
of this experience can make the performance unpredictable. Make sure
all creators can communicate with each other, the facilitator and other
support staff during the performance, but in a stealthy manner (no
obvious phones unless they are part of the narrative). It helps if creators
know whose moment comes before and after their own and establish
some kind of signal system to communicate with each other while
making everything look like it’s part of the performance. Signals are
most commonly used to let the others know when it’s safe to send the
spect-actor to the next moment or if they are taking too long and
disturbing the pace of the performance.
● The final moment of the labyrinth should be a place for feedback and
decompression. Just like the first moment, the last one is a buffer zone
between the labyrinth and the outside world. There is no need for many
spoken words at this time, so arrange for written feedback and try to
offer spect-actors plenty of personal space. Try to avoid gathering them
in groups so they will not be tempted to exchange opinions about their
experience. This is not to limit their freedom of expression, but rather to
allow them mental and emotional space to process the experience before
they start talking about it.

8
EVALUATION
Feedback from all people involved in this process is important, as it can
give you valuable input and inspiration for future endeavours:
Checking for feedback from your creators on a regular basis during the
training will help you improve the process as you go and will prove
beneficial for the quality of the performance. Have one final (and short)
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feedback session after the performance with everyone involved in it
(creators, volunteers, and support staff).
The feedback you receive in the final moment of the performance from
the spect-actors will often be emotional. Share it with your creators.
Spending hours in one place repeating yourself for every person that
comes your way can be an exhausting and emotional experience.
Sharing the emotional feedback of the spect-actors will bring closure for
the entire process and will make everyone feel included and connected.
A few days or a week after the performance, send another feedback
request to the spec-actors and creators. Make it simple and to the point
and you will receive a more rational and constructive evaluation that you
can take into account for your next initiatives.
Last but not least, get feedback from the owners/guardians of the space
you used for your training and performance. See what steps you can
take in the future to improve how you manage this space and your
relationship with its owners/guardians/neighbours.
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ANNEX TO 6.

IMPLEMENTING THE TRAINING EXAMPLES OF ACTIVITIES AND
SUGGESTED STRUCTURE

The list below is not mandatory, nor exhaustive and it can be added to or
adapted in any way seen fit by the person or organizations attempting to use
the labyrinth theatre method. The activities themselves are for indicative
purposes, though it is recommended to adapt your chosen activities to fit the
four main parts of the suggested structure (I-IV).

Part I – Group cohesion

Name games, if necessary
Example: In a circle each person says their name and makes a gesture;
the next person has to repeat all the names and gestures of the people before
and then say their own and so on.
Games to get to know each other
Example: Speed dating with questions, some of which can be specifically
adapted to your topic.
DURATION:
If time allows, dedicate at least one full work day to this part. It is
important for your participants to feel safe and at ease with each other, as
during the following activities you will frequently ask them to test their own
emotional boundaries, share thoughts and feelings, and expand their personal
comfort zone.

Part II – Introspection (and group cohesion)

Journey to now
First part: Sit comfortably in a circle. Ask the participants to close their
eyes and listen quietly to the facilitator’s words. Ask them to focus on the
images, memories and feelings that come up (without speaking or attempting
to answer out loud).
Ask them a series of question that will lead to introspection. Among them,
add questions connected to the theme of the labyrinth to help them start
thinking about it in a relaxed manner and get their creativity going. For
example, if you want your labyrinth to focus on customs and traditions, you
can add some questions that will explore their personal connection with these.
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Examples of questions you can ask (this list is not mandatory or
exhaustive):
Close your eyes, relax, empty your mind. Think about your childhood.
What is your first memory as a child? Where did you live? Remember the room
where you slept. Can you remember what it smelled like? What was your
favourite food? What games did you play? Who did you play them with? Did
anybody tell you stories? What was your favourite story? Did you like to read
when you were young? What did you like to read? When did you first leave to
explore the world? What experience from your youth makes you smile even
today? Remember the choices you made along the way, the people you met.
You met someone who influenced you to be on the road you are walking today.
Who was this person? Are you still in touch? What brings you here today? Did
you have breakfast today? How are you feeling right now?
Duration: ~15 min
Second part: Put a very large sheet of paper in the center (preferably
round) and some colors, pencils, markers etc. Write NOW in the center of the
paper. Ask the participants to sit around the paper and take a moment to think
about their lives and how they got to HERE and NOW. The edge of the paper is
the beginning of your life and the centre is NOW, where we all meet. In silence,
draw your life on the paper, from edge to center. Represent whatever you
want, leave out whatever you want. When everyone is done, whoever wants to
can present to everyone their drawing and some aspects of their life. They
don’t have to explain everything, they can just say one thing they feel like
sharing. If someone doesn’t want to share, it’s ok. This can be very emotional,
so make sure to create a safe and comfortable space for expression and don’t
make them feel pressed for time. If some discussions start, gently steer them
away from it: this is not a time for questioning each other or for expressing
one’s opinion about someone’s personal experience, but a time for sharing
freely and without fear of judgement.
Duration: 10-15 min for drawing; ~5 min/participant for sharing; ideally
followed by a break for decompression.
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Part III – Sensory exploration (and group cohesion)

A big part of Labyrinth theatre is based very much on the non-visual
senses, so it’s important to know what it feels like to be blindfolded so you can
empathize with the future spect-actors, understand their needs and know how
to keep them safe. It is also important to be creative with your non-visual
senses.
● Pair up the participants, preferably with someone they don’t know so well
(for the next activity, but don’t tell them about it yet). Ask the
participants to remember their pair and find a comfortable place to sit or
lie down in the room and close their eyes. You can give them all a short
sensory moment by providing interesting sounds, smells and touches for
a few minutes. Start at low intensity, then grow the intensity and lower it
back to finish. 2 or 3 people (the facilitator/s and 1-2 assistants) can
easily do this for a group of 10-15 people. Just find things that make nice
noises like bells, toys, strange musical instruments, washing dishes,
pouring water, sweeping the floor, even paper or plastic bags. Spray
some water like it’s a sea breeze, give them essential oils to smell, put
hand cream on their hands, give them objects with various textures to
touch and explore (seashells, a bowl of rice, a fluffy toy, a cold metal
object, etc). When you are done, tell them to take their time coming out
of this sensory journey, open their eyes when they are ready and wait
quietly for the others.
Duration: 10-15 min
● In the previously decided pairs, the partners will take turns being
blindfolded for 15-20 minutes each. Establish a signal that will tell them
when it’s time to switch (like a bell). The person who can see guides the
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blindfolded person around the workspace (inside, outside, it’s your choice
where they are allowed to go).
Instructions you can give: „Try to make the journey as interesting and
interactive as possible for your blindfolded partner. Try not to speak too
much. Pay attention to your partner’s needs and wants, their body
language. Make sure they are safe, but without being overprotective or
intrusive.”
Duration: 30-45 min
● Prepare a few pieces of paper with places written on them, such as
farmer’s market, park, bank, chinese restaurant, kindergarten, forest,
airplane. Make a few small groups of 3-6 people. Keep in mind that the
more groups you have, the longer the activity will take. Put the papers in
a bowl and each group will take 1 or 2 papers from the bowl (depends on
how much time you have or how long you want the activity to be). Don’t
share the papers with the other teams because they will have to guess at
the end. Each group chooses a work space where the other teams can’t
see or hear them.
Each group will have 15-20 minutes to prepare a non-visual sensory
experience for the others based on the papers they took from the bowl.
Have some resources available for everyone in a corner (paper, scissors,
string, random objects), but ask them to be creative and improvise with
what the space offers, making sure not destroy anything, of course. If
you have no material resources to make this happen, then ask them to
recreate the places only through sounds (and movement if possible).
When they are ready, each group will have 5-10 minutes to guide the
rest through the sensory experiences they created. At the end, the
participants must guess what places were represented.
Debriefing ideas: this activity can start the discussion about
stereotypes and space vs place. Think of it as house vs home: a house is
a non-defined space and it can become anything, but a home has certain
emotional attributes connected to it and even certain stereotypes by
which we can recognise it. Furthermore, a home doesn’t even need to be
in a house. We use this to our advantage in the labyrinth to create a
compelling emotional experience with very little resources, by using key
concepts and stereotypes to re/create the physical or emotional place we
want to represent. For further information on space vs place see:
http://lrlr.landscapeonline.de/Articles/lrlr-2009-3/articlese2.html
https://link.springer.com/chapter/10.1007/978-94-009-9394-5_19
Duration: 20 min for preparation; 5-10 min/per group experience; 1030 min for debriefing, depending on your talking points.
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Part IV –Explore the workspace and start turning it
into your place

Instructions for the participants:
By now, you (the participants) have already gone through your workspace
a couple of times, each time in a different way and for a different reason.
Maybe you were familiar with this space before, but the previous activities
helped you see it in various different lights. We are now starting the God
Game, where each participant becomes a creator of place. From now on, all
the work is individual.
Step 1: On your own, without talking to the others, walk through the
entire space. Focus on what you see, hear, smell, touch and feel and don’t let
your mind wander to unrelated things like your shopping list for tonight. Pay
attention as you walk, notice the details. You have 10 minutes to choose 6
objects from your exploration: 3 with which you feel a positive connection and
3 with which you feel a negative connection. The objects can be yours or they
can be found. If they are found, make sure you don’t take someone’s things
without permission, make sure you don’t break or lose anything and make sure
you remember where you took them from so you can return them later. Don’t
choose something that you will be sorry to lose or break.
Duration: 10 min.

Step 2: Everybody meets in a circle in the main workroom. Everybody
brings their 6 objects. One by one, each participant explains why they chose
their objects and what their positive/negative connection is.
Duration: 5 min/participant.
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Step 3: With the previous experience in mind, walk in the entire
workspace one more time. Focus on your feelings as you explore and choose a
space you feel an important connection with. You don’t have to choose the
strongest connection you find if that connection is too emotionally strong for
you. Choose a space with a connection you want to explore further and even
share with others. In that space, take your 6 objects and build your place
based on the connection you felt with the space.
Duration: 15-20 minutes. To manage the fact that some participants will
take longer than others and in order not to lose momentum, you can include a
„moving coffee break” in this step if you want to save time and you trust
everyone can self-manage. This means everyone can smoke, have coffee etc
while they are working.
Step 4: The entire group visits the places each participant created. It’s
each creator’s choice how they want to receive their visitors. It can be as plain
or as creative as they wish. They can choose to present it as you would a
museum exhibit or as if it was their home (or in any other way they wish).
They can directly interact with the visitors or not.
In each place you can have a short conversation about what kind of place
they created, how they used the objects, did the objects maintain their original
positive or negative connotation, what was the creative process like, what
changed in the space, in their feelings, in the importance of the objects they
chose, what stayed the same and, last but not least, what is the perception of
the others on this created place. Try not to make the discussion too long; if
you have many participants, you will all be very tired by the end.
Duration: 5-7 min/visit.
Step 5:
Instructions to be followed individually:
In the place you have created, focus on how the place makes you feel, on
your connection with it, on how the objects changed it, and on what you would
like to share with the others from all this. With all this in mind, choose a
position and become a living statue in the place you have created. When
others visit, don’t move and don’t speak.
Instructions for the rest of the group:
Look at the living statue; observe the details, the composition. What do
the facial expression and the body language say? What seems to be the
connection between the living statue and the place around it? Answer these
questions out loud.
Duration: max. 10 min for each participant to find their statue,
remember it and gather back into a group (the shorter time, the better,
because finding your statue should be based on instinct and letting your body
take over from your brain); 5-7 min/visit.
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Notes for the facilitator:
In this activity, we see very well the challenges of perception and
communication. There will always be a difference between how we see
ourselves and how others see us, between what we want to communicate and
what comes across to the others. This is very important in life and in Labyrinth
theatre because a lot of the meaning and importance of the Labyrinth takes
place in this very gap. It is up to us as labyrinth creators to accept this gap
both as part of our creative process, and as part of the spect-actor’s
experience in the Labyrinth: we can only give so much as creators, and the
spect-actors will fill the rest with themselves and make it a profoundly unique
and personal experience.

Part V – The final performance

By the end of Part IV, each participant has created a place and infused it
with a certain presence and ambiance, perhaps even attached some sort of
movement or action to it. This is how, by now, the facilitator should already be
able to see an outline of the future performance emerging. Some of the
moments of the labyrinth theatre performance have already been created and
only need a little more thought on details and logistics. Some participants may
have chosen the same space to build their respective places and may take
inspiration from each other to shape a moment together for the performance.
Some participants might not want to develop their place further and choose to
do something different for the performance (create another moment or
become a „connector”).
As a facilitator, this is perhaps your most important and difficult task,
which requires great empathy and mediation skills, as well as quick thinking
and a comprehensive, yet objective bird’s eye view of everyone’s individual
work. A facilitator’s job, at this point, is to view the work done so far as pieces
of a puzzle and put them together in a coherent manner to ensure the optimal
flow of the labyrinth theatre performance. Aside from the practical issue of
physically connecting all the performance moments to each other, you must
also keep an eye on the emotional flow: some moments will be more intense
than others, some will have a high emotional charge, and others will be more
mellow and relaxing. The facilitator must try to ensure a balance between
these and consider both the creators’ and the spect-actors’ emotional state at
all times.
When the performance is ready, before opening it to the spect-actors, the
facilitator and possibly one more person connected to the process should go
through the entire itinerary to test timing, connections, safety issues, and to
offer one final piece of feedback and encouragement to the creators.
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Disclaimer.

All the information presented in Part II. How to organize it is derived from
Universitur Association’s personal and professional experience with organizing
labyrinth theatre trainings and performances and reflects our own vision of
how such initiatives can be organized. The step by step guide presented here is
the result of our own experience and viewpoint on this matter and does not
necessarily reflect the vision of any other individuals or organizations who work
with labyrinth theatre. For further information on labyrinth theatre and how to
use it, please refer to the Resources section of this guide, where you are
referred to various other sources .
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LABYRINTH THEATRE:
CHRONICLES

243

LABYRINTH THEATRE AT ITACA
ASSOCIATION
Xandobela | Educación e cultura (Galicia-Spain)

I. CONTEXT
General location. Short description.
The event took place in Santiago
de Compostela, Galicia’s capital, a city
that is included on the UNESCO
cultural heritage list. It is a
monumental historical, a university,
and ecclesiastical town, that also
concentrates most of the
administrative and political services of
the Autonomous Community and a
world-renowned tourism destination
primarily due to the successful
promotion of the Camino de Santiago
pilgrimage route.
Apart from the urban region, the
municipality itself is strongly rural,
similar to the Galician territory in

general, an area where the population
lives in dispersed nuclei with few to no
neighbours.
These characteristics resulted in
the city having an extremely complex
and contradictory reality both at a
social but also cultural level: with
problems that stem from the high
number of tourists, with the extensive
cultural institutional offer focusing
more and more towards the needs of
tourists and neglecting the rural
population needs. The socio-cultural
policy of the Council is implemented
through the programs of the Civic
Centres Network, a structure made
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out of 40 centres and public spaces
for socio-cultural use whose
management is, nonetheless,
outsourced.
This institutionalized offer is
complemented by institutions such as
the central government of Xunta de
Galicia, the University, museums,
theatres, libraries, and foundations or
asociations located in the city.
Although Santiago holds such a
rich cultural institutional offer, the city
has always been very active and
dynamic: there are many cultural and
artistic initiatives, groups and
associations, neighbourhood
associations, student associations.
Unfortunately, as a result of cultural
consumption standardization and
orientation toward tourists, during the
last decades, the associative
structures and citizen movements
have deteriorated significantly. Even
so, there are associations that
supplement the cultural offer with
civic and participatory activities that
generate a social value that is not
covered by authorities.
The Itaca Youth and Cultural
Association is one of the historical
references of the youth association in

Specific location.

The labyrinth theatre technique
was implemented considering the
context previously presented. The
Itaca association presently has a
stable team of approximately 10
trainers (aged between 19 and 25),
other 10 whose presence fluctuates
depending on their work commitments
and specialization, and at least 6
junior trainers aged between 16 and
18, highly motivated to join the
training and/or management team in
the not so distant future.
Despite the differences in age
and commitment degrees within the

the city with almost forty years of
continuous activity and unique
participatory and generational
exchange mechanisms. It is not a
large association (it presently has 200
members and 20 voluntary trainers).
However, its mission is essential to
understanding its roots and role in the
territory: protecting the Galician
environment and sociocultural reality
through activities and processes
aimed towards a diverse audience,
especially young people, based on the
methodological fundaments of nonformal education and social
participation. The participatory
dynamic has proven very efficient:
from the moment children start
experiencing the activities as
participants they naturally and
progressively develop decision-making
abilities, commitment and
responsibility towards the association
(suna cam communist aici), social
intervention competences that
sometimes culminates with their
insertion in the training and/or
leadership team of the association.
This intergenerational exchange is
fundamental for the survival and
improvement of the association.

association, the Itaca collective is very
united as some members are
childhood friends and have a
common-socio cultural environment
and trajectory.
Xandobela considered that this
was the perfect frame for
experiencing the labyrinth theatre
methodology: a motivated group
opened to new experiences and
familiar with participative processes.
The location itself was the Itaca
headquarters: the ground floor of a
building located in the centre of
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Santiago de Compostela with an area
of more than 140sqm and an orchard
of 100sqm, two bathrooms, two
deposit rooms, with the possibility of
accessing and using the headquarters
of the A Troita Armada cultural

association, located in the semibasement of the same property. The
space has amenities eligible for
developing any type of socio-cultural
activities.

II. LOGISTICS
The creators group.

The creators’ group was made
out of nine people aged 16 to 25, who
are active members of the association
either as trainers or as participants in
other activities, but with the
perspective of joining the training
team in the future.
Their artistic experience is
diverse with all of the members
involved in this stage having had
experiences in artistic/theatre/acting
based actions that are specific to the
regular activities of the Itaca
association: all the camps, itineraries,
and reunions organized have an
artistic, scenographic, narrative, and
aesthetic content.
We can easily proclaim that, even
though the group does not have a
theatrical experience in the strictest
sense, the activities they have
previously developed have
incorporated some sort of performing
arts-related aspects. At an individual
level, the musical and dancing
experience of many of its members is
also relevant.

We chose this creators’ group for
multiple reasons:
• Its cohesiveness, dynamic
and openness to participating
in experimental activities of
any type in order to gain
experiences that they can
then incorporate in their
usual routine and daily life
• Its availability: as stated
before, Itaca is presently
undergoing a process of
incorporating new trainers in
its team. These participants
received open heatedly
Xandobela’s proposal
because they understood
from the beginning that it is
a formative and integrating
action that can constitute a
unique opportunity to
consolidate the relations
between its members.
• Its strong relation with Itaca,
as Xandobela is one of the
most powerful and stable
partners Itaca has had when
tackling non-formal activities.
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Organisation steps.

There was no preliminary
meeting with the creators’ group as
the communication was very efficient
using only the instant messaging
services, coordinated by Xandobela in
collaboration with one of the Itaca
trainers who assumed/played the role
of leader and intermediary between
the two agents. This role became
fundamental to ensuring the success
of the initiative and also the final
product.
We considered it necessary that
this trainer was offered preliminary
information in order to:
● Identify the relevance of the
method in the present context
of the Itaca association, as this
was a key element in diagnosing
the needs, threats, and
potentials of the group and act

●

●
●

●

accordingly
Help us with technical aspects in
the labyrinth theatre, if
necessary
Support us when conveying the
creators’ group
Manage logistical and material
elements of the project: space
arrangement, organizing the
work timetable, meals
management
Manage the human element:
facilitating a cohesive
environment for the group,
satisfying the participants'
needs, etc.

As such, the first informal
meeting, in which we presented our
proposal to Itaca’s leader took place
at the end of January 2020. After the
activity was deemed relevant for the
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present context of the association, the
meeting ended with a training session
in which we had the opportunity to
detail the labyrinth theatre method. In
the same time the trainers and junior
trainers were invited to the event and
out of a total of 16 people 10
immediately confirmed their
participation. The rest manifested
their regret of not being able to be
involved in this initiative due to
previously established engagements.
The level of motivation of the
participants was so high that, when
we made the call, we were not
required to provide any detailed
information about the activity. We
chose not to provide too many details
about the initiative, but opted to
emphasize that it will focus on group
cohesion and that the participants
would have to trust us. In this
manner, we avoided creating fears
and/or doubts while also maintaining
a high level of expectation and
motivation.
We are aware that the success of
this way of approach was guaranteed
more than anything by the specificity
of the Itaca Association and by the
fact that the present team of trainers
is undergoing a renewal process and
has an extraordinary enthusiasm for
experimenting new methods, for
creating and consolidating the
relationships between the more

Workshop contents.

The workshop primarily included
most of the activities taught during
the training in Bucharest without
significant modifications. We decided
to only change the part of the
workshop that relates to creating
group cohesion since the participating

experienced trainers and the junior
trainers. As such, we acknowledge we
were extremely privileged that the
group blindly trusted the facilitators
from the beginning and that, in future
occasions, the whole process of
assembling and training of the
creators’ group must be more
conventional and a lot more
informative.
Apart from the call to participate
in the project, we have previously
completed a series of other
procedures, as follows:
● Scheduling activates and
establishing a work timetable:
this was not difficult to do
because we knew the
availability of most of the Itaca
training team members.
Eventually, we opted for the
afternoon of Friday, February
14th 2020, the entire Saturday,
February 15th and the morning
of Sunday, February 16th.
● Signing the agreements to
obtain the location in Itaca and
the neighbouring organisation
the A Troita Armada Cultural
Association
● Discussions to establish
practical issues such as the
storage and processing of
personal data, etc.
● Creating invitations for possible
“spectators” (those that would
visit the labyrinth).

group had experienced numerous and
varied teambuilding experiences and
we considered it would be more
interesting to focus on creating the
right atmosphere and inducing an
adequate state of concentration and
introspection.
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Friday afternoon (3 and a half
hours’ session)
Introspection and group cohesion
● Name games and each
participant was asked to tell an
episode from their personal
history (about a story, a song, a
moment, a person) that
positively marked their
childhood or adolescence
● Journey to the world of feelings
and memories: with their eyes
closed the facilitator guides the
participants through stories and
questions to remembering and
recreating the moments they
had previously presented
● Sharing these the journey with
the group in a relaxed and quiet
atmosphere .

senses. The roles changed after
5 minutes, and in the end each
participant recounted their own
experience
● We then split the group again in
two, and we gave out small
pieces of paper with names of
places (plane, market,
kindergarten, Chinese
restaurant) that the participants
had to recreate using all the
senses of the other participants
except sight. After the
experience, they had to guess
the place they had been taken
to.

Saturday morning (3 hours’
session):
Exploring the space and
transforming it into a “place” God Game:

Sensorial exploration
● We split the group into two, with
half of the participants sitting
down and closing their eyes and
the other half creating rich
sensorial experiences (sounds,
textures, smells) using a
diversity of objects as required
● In pairs, we asked one person
to close their eyes, and their
partners to guide them to
explore the space using their

● first moment: individually, the
creators walked through the
space and chose 6 objects (3
with a positive significance and
3 with a negative one). They
then motivated their choice
within the group
● Second moment: individually,
the participants went back in
the space and chose a specific
location with which they felt a
connection. We invited them to
create a “place” that
represented them using the 6
objects they had previously
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chosen
● Third moment: the entire group
visited the places of each
participant sharing their
impressions and perspective.
Saturday afternoon (6 and a half
hours’ session)
Exploring the space and
transforming it into a “place”:
Continuing the God Game:
● Fourth moment: we invited the
participants to become living
statues in the place they had
created. We visited the places
and shared impressions and
perspectives. We discussed
differences in perceptions and
their role in communication.

Constructing the labyrinth
● Explanations about what
labyrinth theatre is and what is
the process the participants who
now become creators need to
follow
● Designing the labyrinth
● Planning transition moments
● Starting preparing the space for
the labyrinth
Sunday morning (3 and a half
hours’ session):
● Continuing preparing the
labyrinth theatre: adapting to
the new meteorology and
conditions, preparing the
“places”
● The technical team tested the
moments
● The invited spectators go
through the labyrinth
● Evaluation of the event in
collaboration with the creators
and the “spectators”.
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III. DESCRIPTION
Final assignment.

At the end of the activity we had
the opportunity to have an open
dialogue with the creators’ group, as
well as the spectators and, although
we initially did not set any theme or
direction in the creation of the
labyrinth (we only inserted a few
details about the oral and written
heritage at the beginning), the
discussion showed that all the
“places” and even the transition
moments had created a shared story.
When weighing their personal

opinions, the spectators felt that the
labyrinth was an emotional walk
through the stages of the human life,
a space in which they were reminded
by their childhood, an occasion to
reflect on the decision they made
during their lifetime and to take
responsibility for the consequences
calmly but not lying to themselves,
claiming the value of the care and
self-care that they deserve, facing the
fears and uncertainties of life.

Moments and space management.
There were some members of the
creators’ group that have decided on
Sunday morning that they would not
present their “place” to the spectators
and decided to be part of the technical
team. Also, a few critical changes had
to be made to the locations chosen
because two of them that were
outside could no longer be used
because of the meteorological
conditions. The creators themselves
adapted these moments and either
recreated them inside or envisage a
minimal use of the exterior spaces. In
the end, the labyrinth incorporated 7
moments with each spectators taking
approximately 40 minutes to travel
through, not considering the time to
decompress and return to reality.
Managing the space was one of
the biggest challenges that we had to
solve because the Itaca headquarters
is actually one large room of
approximately 140 sq. m. The exists
are made out of an entrance door and
an exit to the garden which consists

of very steep stairs, with other doors
accessing the bathrooms and a small
storage room. As anticipated none of
the moments was set in any of the
bathrooms, so we had to be creative
and build separating panels
resembling walls to ensure the
necessary intimacy and to avoid any
accidental interferences. As such,
solutions consisted of:
● Using unconventional materials
(textile materials, panels, tents)
for separating spaces
● Planning the transitions
moments between scenes so
that spectators could not meet
each other (through tunnels
made out of materials,
blindfolding them, etc.)
● Managing sound interferences
was natural and spontaneous:
most places used non-verbal
communication. When
communication was needed, it
was done either by whispering
or by written messages.
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“Spectactors”.

A total of six people passed
through the labyrinth: 1 from the
Xandobela association technical team;
2 people that were initially part of the
creators’ team and then became part
of the technical and support team; 3
people invited by Xandobela and Itaca
who could then share the experience
with the creators’ group (in order to
get some feedback).
Choosing the participants was not
done randomly, we focused primarily
on people close to the two
associations, people that are open and
receptive to new experiences, who are

sufficiently sensitive and empathetic
to understand the significance of the
show and that can put themselves in
the shoes of the creators’ team.
Even from the beginning, we
considered that the spectators’ profile
is essential for obtaining a valuable
experience for both sides: it shouldn’t
be an element of frustration or fears
for the creators’ group, on the
contrary, the entire experience should
be motivational. As such, we
considered that the final choice of the
spectators was adequate.

IV. RESULTS
In the “decompression” room, we
created a moment of sharing the
experiences between the creators’
group and the spectators. It was an
exciting feedback session, a

constructive and sometimes surprising
dialogue.
All of the comments were
positive, relevant, and encouraging.

V. CHALLENGES REGARDING.
Logistics.
● Regarding the space: Creating
the labyrinth theatre in a space
that the creators’ teams know is
a major impediment that in
itself creates many restrictions.
We will detail this aspect in the
sections referring to the
creators’ and the spectators’
groups.
● Characteristics of the space:
a big hall, without doors or
interiors walls, with challenging
access to the exterior (very
steep stairs) made it necessary
to be creative with managing
the space and using nonconventionally different

elements and object
● Regarding time and technical
equipment: Planning the work
timetable in advance but also
planning for necessary materials
was essential. We opted for an
equitable distribution of tasks
among the two facilitators in
order to ensure an optimum
management of the time and
resources: one of them was
responsible for mediating and
facilitating the creative process,
and the other one with
managing time and the
technical and material
equipment.
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The creators' group.
● Age: balancing the different
stages of maturity in
understanding and applying the
creative process was difficult.
After implementing this activity,
we think this method should
only be done with adults. If one
wishes to implement this
method with teenagers, one
should have prior knowledge of
each of them in order to
correctly and constructively
manage aspects related to their
emotional and behavioural
nature.
● The group’s previous
experience and emotional
connection with the space:
because we worked with a
group that had previously

“Spectactors”.
•

Similar to the case of the
connection between the space
and the creators’ group we
feared that the spectators would
be significantly influenced by
their own familiarity with space
and the creators’ group, which

known each other we were
confined that they would fully
understand the relevance of the
proposed process and they
would behave respectfully and
thoughtfully. Even so, we were
concerned about how the group
of trainers would perceive the
entire activity on the one hand,
because they knew the space
very well, and on the other
hand, because we asked them
to sacrifice their free time to
participate in this activity. As
such, we feared they would
misinterpret our request to
share the “places” with
spectators, and see the activity
as a test or a game, but
fortunately, our fears were
unfounded.

unfortunately happened. Two of
the spectators successfully
separated the two plans, but the
third admitted that they were
influenced by their connection
with the spaces and the people
that made out the creators’
group.

VI. CONCLUSIONS
We think that the choice of the
location for the activity was a good
one, in spite of the above-mentioned

Promoting heritage.

From the perspective of the
creators’ group: the childhood that
each adult caries within themselves is

disadvantages. The labyrinth was
definitely influenced by the location.

filled with experiences related to oral
tradition: the voice that raised us, the
songs, the first stories, etc. The
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introspective techniques used during
the labyrinth theatre irremediably
placed all of us in this sphere of oral
and written heritage. From this
perspective, we think that this is a
method that emphasizes the social,
cultural and emotional value of the
oral and written heritage of the
creators’ group.
From the perspective of the
spectators: in this case, the oral or
written heritage didn’t manifest
explicitly, and this was also shown in
the personal interpretation that the
spectators shared after the activity.
We, however, think this specific type

of heritage manifested itself indirectly,
transversely: through music, games,
invitation to share a journey through
life.
Our conclusion is thusly: if
we want to promote and directly
disseminate the oral and written
heritage through labyrinth theatre, we
should work with an experienced
group of creators and to strongly
highlight it as a specific theme. This
way, we can extensively incorporate
oral and written heritage activities in
this method while also exploiting and
disseminating them.

The relevance of this method for the
association.
Although the labyrinth theatre
methodology meant that the
Xandobela association team had to
exit their comfort area, the experience
proved to be a relevant, rich one and
above all, inspirational. We were
capable of viewing and conducting
this process as a professional
challenge and to firmly and
constructively confront our fears and
doubts. We have once more validated
our organisational efficiency and
capacity to initiate extremely
stimulant creative processes with
groups of teenagers and adults. Our
evaluation as the working team
offered positive results such that even
if we didn’t feel completely confident
in our abilities to implement this
method we can presently say that we
have enriched our knowledge on this
topic and developed the necessary
competencies for repeating the
activity.
However, we need to mention

that we have confirmed the method
itself works; we also identified that
the facilitators are key elements to
the process. In order for the method
to work, we must create the
appropriate atmosphere and
conditions for stimulating creativity –
a climate of safety and trust, group
cohesion, etc. Furthermore, the
facilitators need to maintain the
balance inside the group and to
consider the personal needs of each
person. As such, they have to be
trained and supplied with
corresponding instruments, to be
empathetic, to be skilled in group
processes management and conflict
management, decision making,
efficient communication and above all
to be able to manage their own
emotions. As such, we recommend
that those that intend to use the
labyrinth theatre method must be
trained, experienced and equipped
with tools for being able to manage
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the emotional processes of various
groups and individuals.
We are aware that the choice of
location, creators’ group and
spectators helped us greatly in testing
this method. We chose to work in a
friendly environment, because, apart
from the previously described
reasons, we wanted to reduce our
doubts and fears. We don’t know what

the results would have been, should
we had worked with another group in
another space, but as a general
conclusion we want to emphasize the
positive aspects of this experience:
we feel we were empowered, and we
now have the instruments and
abilities to transfer the knowledge we
have earned to new trainers.
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LABYRINTH THEATRE TO
PROMOTE AN AREA

APDP-Associação Para o Desenvolvimento de Pitões (Portugal)

I. CONTEXT
General location: brief description.
APDP (Associação Para o
Desenvolvimento de Pitões Association for the Development of
Pitões) is a cultural association based
in Pitões das Júnias, Montalegre
municipality, Trás-os-Montes region,
in northern Portugal. It is a village
with 160 inhabitants, located at 1220
m altitude in the heart of the PenedaGêres National Park, on the border
with Galicia.

This association was created in
February 2015 and arose from the
urgent need to preserve the
enormous intangible heritage of Pitões
das Júnias and to raise awareness

among the younger generations about
the richness and importance of this
heritage. At the same time, APDP
aims to promote the culture of the
people of Pitões, motivating and
involving its inhabitants, and
developing activities and projects in
order to achieve these objectives. In
parallel, it aims to create
infrastructures appropriate to the
characteristics of the population and
the planned events.
Since 2015, APDP has integrated
in its activity some Erasmus+ projects
(„The Adventure of Reading”, „ACNE”
and the current „BABEL”) and is using
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them to apply innovative techniques
that allow the exploration, collection,
preservation, dissemination and
promotion of the village’s rich and
varied heritage. Therefore, continuing

on this path, the Labyrinth Theatre
method was also experimented with
and applied in the village of Pitões,
also involving the locals.

Specific venue.

As mentioned before, the place
chosen to experiment with Labyrinth
Theatre was the small village of Pitões
das Júnias, with the participation of a
group of creators who are also
inhabitants of the village. Obviously,
since APDP is an integral part of this
village, and its objectives, as already
mentioned, refer to the collection,
dissemination and preservation of its
heritage, the space, creators and
spect-actors of the Labyrinth were
chosen based on the people who are
an intrinsic part of Pitões.
Initially, at the time of planning
this activity (in October 2019), APDP
intended to organise the workshop
and subsequent Labyrinth Theatre
performance in December 2019,
during the winter holidays and
Christmas season, since four people

who would be part of the group of
creators were only available at that
time. However, when the moment
arrived to start preparations for the
Labyrinth, it coincided with the
moment when migrants returned to
the village to spend Christmas and
New Year's festivities with their
families. This turned out to be a
problem for us: How would we explain
that only 12 or 15 people could attend
the performance as spect-actors? The
people of Pitões are usually very
involved in the events and activities
promoted by APDP and other entities,
but sometimes they don’t manage to
understand the priorities, which leads
to misunderstandings and a negative
perception from the inhabitants.
Therefore, since it was clear there
would be many locals and migrants in
the village during this period, and
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they would not accept to not be
involved in the activity, we decided to
postpone the Labyrinth Theatre
workshop and performance until early
March (Women's Day on 8 March) and
promote it as an activity dedicated to
the women of Pitões, involving the
ones who are physically well and
could go through the Labyrinth
without difficulty.
Unfortunately, with the

emergence of the pandemic and the
first cases of Covid-19 in Portugal in
early March, APDP had to cancel all
scheduled events and wait until they
could materialize again.
It was not possible to reschedule
the Labyrinth Theatre workshop until
early June, but even then many
restrictions were imposed regarding
the group creation activities, which
will be explained below.

II. LOGISTICS
Creative group.

As already mentioned above, the
people involved in the creative group
were all locals from Pitões das Júnias.
We chose to select and invite people
from various age ranges and levels of
education, but none of them with
artistic or theatrical knowledge.
Initially, we thought to gather
about fifteen people, some as creators
and others for logistical support.
However, because of the Covid-19

Organisation steps.

Once again, due to Covid-19, the
logistics had to be adapted to comply
with all the requirements of the
confinement period. Therefore, the
following steps were taken:
● Call for the creative
group: it was done by
phone, explaining that this
activity would need
several hours of work on
different days; at this
time, we inquired about
people’s availability in
days and hours per day in
order to be able to
proceed with the planning
and execution of the

pandemic, we decided to put together
a much smaller group, since we had
to take into account the new personal
isolation and social distancing norms.
Therefore, the creative group
comprised seven people: four teenage
students between the ages of fourteen
and seventeen; two people with an
academic background, around forty
years old; and a sixty-year-old person
concerned with domestic activity,
without academic studies.

workshop and in order to
fix the workshop hours
and the day and time of
the Labyrinth Theatre
performance.
● Workshop: with quite a
few limitations and
adaptations, the workshop
took place on three
different days.
● Labyrinth Theatre
performance: it took place
on the last day of the
workshop.
There were no preliminary visits
to any of the spaces involved in the
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workshop and performance. The
group gathered on the first day of the
workshop and they had first contact
with the space during the space

exploration activity. It’s important to
mention that the group was already
familiar with this space, since they are
all locals and the village is small.

Workshop content.

The workshop was organised and
conducted based on the information
acquired during the Labyrinth Theatre
training in Bucharest, Romania.
The workshop was facilitated by
Elisabete Carrito, while two other
members of APDP (Lúcia Jorge and
Ana Paiva) provided logistical and
organizational support.
The workshop took place over
three different days, in open spaces,
and with each activity lasting a
maximum of 2.5 hours. Here is the
structure of the workshop by days and
hours, including the proposed
activities:

First day: 13 June, from 14h to
16h and from 17h to 19h.
The work and activities were
carried out in open spaces (outdoors),
with a considerable distance between
the people in the work group. The
outside space of the school/theatre of
Pitões was used.
Since the people in the creative
group already knew each other for a
long time, there was no need for
introductions, and it wouldn’t have
been appropriate anyway to do
icebreakers (taking into account the
Covid-19 situation). Therefore, the
first meeting was used to briefly
explain the work that would be carried
out and all the preventive measures
that would have to be adopted to
work as a group and in pairs, as well
as to present the schedule and
agenda for the workshop days and the
performance.
● Retrospective activity: each
member of the group made an
individual journey to the
beginning of their life, closing
their eyes, concentrating and
following the „guiding thread”
that the facilitator provided.
After this activity (that lasted
approximately 5 minutes), the
group was split in two: the
young students and the adults.
● The young people were each
given an A3 sheet of paper with
the drawing of a spiral on it.
They were asked to work
individually and sketch the most
significant moments of their life
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along the spiral, viewing the
centre of the spiral as the
beginning of their life and the
outer end of the spiral as the
present moment.
● The adults were asked to reflect
on the activity they had just
performed and to think about
and relive some important
moments of their life.
● Subsequently, the group
reunited and each person
shared some moments,
anxieties, pleasures, joys,
lessons, etc. they had sketched
on paper or reflected on.
● During this meeting, in
preparation for the next session,
the participants were asked to
bring from home six objects three that they liked and three
that they did not, chosen
individually.
Second day: 20 June, from 14h to
16h and from 17h to 19h.
● Sensory Activity: exploration
of the space/environment,
relationship with objects. This
activity began with each
member of the group presenting
the objects they brought from
home. Each person explained
why they liked each positive
object and what it meant to
them and, likewise, why they
did not like the negative
objects; they explained what is
the use of each object from
their point of view.
After presenting the objects, we
moved to the space dedicated to
the Labyrinth, which included
open spaces and enclosed
spaces. We explained to the
group that the next activity was
going to take place between the
village oven and Tío Fernando’s

fountain, including the following
buildings: granary, village oven,
ox stable, mill; and passing
through the following streets:
the oven street, down from
Sapateira to the mill, Long
Street, Ficheira Street and
Canelha da Ficheira.
● Connection to the space:
walk around the space and
observe everything carefully.
Choose a space that is familiar
to you or has some personal
meaning. Next, try to find a
personal position that relates to
the space and try to perceive
what that position means.
After this moment, all members
of the creative group return to
Largo da Ficheira and take turns
explaining what space they
chose and why, as well as the
personal significance of that
space.
● The God Game: create a place.
During this activity, each
member of the creator group
returns to their chosen space
and places the objects brought
from home as they see fit,
according to their personal
meaning and as perceived as
nearest or farthest. Each creator
recreates their chosen space in
order to make it familiar and to
their liking.

Third day: 21 June, from 14h to
16h and Labyrinth Theatre
performance from 17h to 20h.
•

The God Game
(continued): each creator
resumes their place and

260

•

position and tries to connect
with it and themselves, in
order to sense what they
want to communicate, taking
into account the ambiance
they’ve created
(place/objects/position).
Later, after we are satisfied
that each creator can build
their ideal place/environment
with their positive and
negative objects, we move
on to the next step: we make
the journey between the
created places and together
we try to perceive each place
and the feelings they intend
to convey.
For the next step, the
Labyrinth was created from
the sequence of created
places, taking into account
the three essential moments:

Start – Contents – Finish;
•

Trial run: When it was clear
that the itinerary was created
and the Labyrinth was
functional, three APDP
members went through to
test the functionality and
verify that it was fit to start.
The Labyrinth Theatre
performance began at 5.30
pm, after checking and
adapting some details, such
as the connections from one
place to another.

Generally speaking, the group
quickly became familiar with the
space; the younger creators needed
some help choosing the appropriate
position to express their intended
message, which lead us to change and
adapt some details
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III. DESCRIPTION
Final assignmet.

The final theme was an issue
discussed at the end of the
performance and decided upon by
taking into account the opinions of the
spectactors and later the opinions of

the creators. Therefore, according to
various opinions, the theme was a
mixture of topics: arts and crafts,
leisure and customs.

Moments and space management.
There were three fundamental
moments. The first was the reception,
where the performance started. Here,
a creator settled into a place where
they received the spectactors and
tried to convey a welcome message
(this space had previously been used
by the creator as a staff member and
receptionist of the Ecomuseum).
Another moment was the
itinerary and action of the Labyrinth,
comprising five different places, with
action, and represented by other

“Spectactors”.

The spectactors were selected
and invited quite cautiously, due to
the pandemic we were experiencing.
Therefore, we decided to select only
six people: four inhabitants of the
village of Pitões, of different ages,
professional activity, and education
levels, and two people who were in
transit.
The inhabitants of Pitões das
Júnias were between 40 and 50 years
old. Two were farmers and two other
public service members. The people
from outside the village were two
tourists who spent the weekend in a

creators, individually. Here, each
creator tried to convey a message of
the feelings attached to those places
or actions.
Lastly, the final space, which was
chosen by a creator who identified
with it due to the peace and
relaxation felt here. It was the ideal
finish point for the labyrinth itinerary
and here the spectactors were guided
to reflect on the experience they had
just lived.

rural tourism guesthouse, but we
thought it would be interesting to
include them in the performance in
order to see the different opinions and
perspectives. The latter were also
between the ages of 40 and 50.
In order to carry out this activity,
APDP needed the collaboration of the
Local Council and the Corte do Boi
Ecomuseum in order to manage the
spaces and prevent outside
interference, since this was largely
carried out in public and open spaces
which are transit spaces for the
inhabitants of the village
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IV. RESULTS
Feedback from creators and
spectactors was collected individually
at the end of the activity. There was
also an opportunity to listen and
collect group feedback during the
coffee breaks and during the labyrinth
theatre closing moment.

book to the sound of water falling into
the basin, surrounded by the objects
used to recreate the space. The
feedback on this place was: „When we
used to go get water from the
fountain, we didn't read books, we
talked about work and life.”

It was interesting to see that the
opinions were completely different.
The passers-by perceived labyrinth
theatre as something that conveyed
tranquillity, leisure and everyday
tasks. In their opinion, it was a very
positive and interesting activity they
had never experienced before. They
would like to try it again.

We believe that performing
labyrinth theatre in familiar spaces
and places and choosing creators who
are also familiar to these places left
the spectactors „trapped” within the
idea that everything done in those
places is something that represents or
tries to represent life as it used to be
and past customs and traditions.

The opinions of the spectactors
from Pitões were quite the opposite.
They perceived the labyrinth theatre
performance as „showing things that
used to take place here...”, but did not
understand that it was not the
intention to recreate moments or daily
activities from another era. For
example: the last moment/place of
the labyrinth was set up by a
fountain, where the creator read a

In the end, on the one hand, we
managed to break some
preconceptions in relation to the
creators, since they completely
disconnected from the daily tasks
performed in the spaces they chose,
but, on the other hand, we could not
break these preconceptions as far as
the spectactors from Pitões are
concerned.
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V. CHALLENGES REGARDING
Logistics.

It was easy to reconcile the
spaces with the itinerary of the
Labyrinth, despite having some
concerns that some streets and public

Group of creators.

As mentioned above, the group
of creators only comprised seven
people. It was quite limited taking into
account the Covid-19 situation and

“Spectactors”.

As it was also mentioned above,
spectactors were also selected
restrictively, taking into account the
reasons already described.

spaces could be subject to potential
occasional „invaders”, that is, people
using these spaces to go about their
day as they normally would.

the rules imposed by the Portuguese
government in relation to social
distancing.

We believed it necessary to
include spectactors from different
„worlds”, with different lifestyles and
life experiences, to see if the feedback
would be different.
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VI. CONCLUSIONS
Was the labyrinth inspired by the place or the
other way around and how?
We believe that the place inspired
the labyrinth, for it was after the visit
to the place and spaces that each
member of the creative group

selected a familiar and significant
space to recreate it later. The
Labyrinth was created after this work
of exploration.

How was heritage promoted?
The heritage was promoted
throughout the entire process and in
all created moments: all the spaces
occupied by the creators were
valorised (the stable, the objects used
to recreate the spaces, the utensils,
the mill, the outdoor spaces, etc.);

the dialogue between the
heterogeneous group of creators and
the retrospective activity contributed
to promoting the heritage (when older
members told stories about past
events and remembers how they lived
and cohabited), etc.

The relevance of this method for the
association.
It's a method to explore and use
in the future, depending on the
opportunity to create a labyrinth
theatre performance with more

creators, more spectactors and using
different places, breaking other
stereotypes.
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LABYRINTH THEATRE AT THE
“SOS FORNACE” SOCIAL CENTRE
La Corte della Carta (Italy)

I. CONTEXT
General location. Brief description.
La Corte della Carta is a cultural
association with its headquarters in
Bussero, in the eastern outskirts of
Milan. Its members come from all
over Lombardy. The association’s
profile is an educational and artistic
one, with activities covering creative,
artistic, performative, and didactic
sectors and varying from school
workshops, shows, animated lectures,
to scenographic creations.
In order to create the labyrinth
theatre, La Corte della Carta chose a
space located in Rho. Rho numbers
50,000 inhabitants and is part of the
metropolitan area of Milan, in

Lombardy. It is the fifth most
populated commune in the
metropolitan area, located to the
north-west of the capital and
characterized for its high industrial
density. Also, it is known for the new
exhibition centre, that hosts the
Fieramilano pavilions, the location of
Expo2015.
Starting with 1800 Rho
experienced a robust industrial
development, a phenomenon that was
interrupted around the late 80s when
many companies and factories closed
down, and many buildings were
abandoned. When works started for
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the new exhibition centre a series of
problems related to inhabitants’

Specific location.

SConsidering that La Corte della
Carta’s main activity revolves around
theatre-based actions (puppet plays
and acting) as well as workshops,
organizing a labyrinth theatre activity
felt like an excellent opportunity to
reflect on the territorial dynamic of
Milan’s outskirts in the context of the
relationship between people and the
space in which they live. As such, the
idea behind the labyrinth theatre was
to create a conversation on the theme
of HOSPITALITY, and so initially we
focused on finding a space that
practised shared living (for example
apartments that hare a balcony –
case di ringhiera, or collective
houses), envisioning the possibility of
actually entering the living space. But,
after visiting SOS Fornace we found
that it was a space similarly
significant for the theme we had
initially set – an area that was
abandoned for years and that was
revived by a group of young people,
around which revolve events of the
community. Nonetheless, living in this
space has always been hanging by a
thread, with the risk of being evicted
by the authorities remaining constant.
SOS Fornace is a self-managed
social centre with headquarters in

quality of life or mobility, lack of
household or common goods, etc.

Rho, located to the north-west of
Milan. Its name comes from the
Garbagnate Milanese Furnace
(Fornace) occupied in November 2004
and freed three months later. From
2004 the collective of people formed
during the initial occupation got
involved in managing the problems
related to this territory, problems that
became obvious once the construction
works for the exhibition centre began
and later intensified with the
organisation of Expo2015. After
successive evacuations, SOS Furnace
moved into a former fuel deposit
located as well in Rho. This space –
that contains a partially renovated
kitchen, a concert hall, a theatre hall
and a rehearsal area, as well as a vast
courtyard with storage houses,
cisterns, and abandoned buildings – is
used by the members of the collective
to organize musical evenings, a
theatre season, and a small film
festival during summer. They also
manage activities for supporting the
local community: a union for
protecting local labourers, an Italian
school for foreigners, and round
tables on gender issues and
environmental problems.

II. LOGISTICS
Group of creators.

From the very beginning, we
decided not to involve people that
were professional actors.
Consequently, the research revolved
around: a) people involved in
education (in areas related to

hospitality) and b) people living in
Rho. The invitations were pretty much
targeted and personalized: each
member of the La Corte della Carta
identified possible participants, who
would be suited for this experience
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and they were contacted by e-mail
and/or phone.
This approach created a relatively
heterogeneous group of ten people
ageing from 11 to 50, with some of
them having theatre-related

Organisation steps.

M. Mantovani and S. Spagnoli
coordinated the implementation of the
labyrinth theatre method; they
managed the training of the group of
creators while the rest of the team
from La Corte della Carta offered
organisational and logistic support,
while also participating to different
stages of the workshop. We used the
location of SOS Fornace for different
moments of the workshop: choosing a
space for the group exercises;
identifying off-limits areas (those that

experiences and all of them coming
from different working/social
backgrounds. SOS Fornace also
participated in looking for participants
by distributing the invitation in their
own sphere of influence.

needed to be avoided due to the
dangers caused by the degradation of
the abandoned buildings). The
timetable was then established with
SOS Fornace, followed by sending the
invites. In the same time, we planned
the activities for the 3 days’ workshop
for preparing the labyrinth theatre.
The group of creators was able to visit
the space at the beginning of the
workshop, although some of them
were already familiar with SOS
Fornace and their locations.

Workshop contents.

A fundamental aspect that we
must mention is that the workshop
could not be held at the headquarters
of SOS Fornace, on the one hand,
because this space cannot be used
24hours a day for reasons of access
and safety and on the other hand,
because it would have been
impossible to find participants willing
to live together for more than one
day. The consequence of this aspect
materialized into two aspects: the
activities had to be condensed into a
shorter period of time and even more
than that our initiative to convince the
group to live together for a few days
failed.
Detailed below are the proposed
activities and their timetable:
Day 1 – Friday, 20th September, 7
pm-11 pm
• Introduction of the participants
starting from an object they

•

•
•

brought from their home
Mapping the journey to the
present: an imaginary guided
tour through all the places the
participants went throughout
their lives until they arrive at
the present-day location
Lecturing a short passage on
hospitality
Sensorial exploration of the
spaces in pairs, with one of
them blindfolded in each couple

Day 2, Saturday 21st September,
09:30 am – 7 pm
• Welcome session and “rain of
hugs”: with all the participants
standing in a circle, each one
moves to the centre with their
eyes closed and the other
participants approach and
overwhelm them with a rain of
hugs
• Enhancing the knowledge about
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•

•

•

the place: we presented the
history of SOS Fornace and their
activities
Sensorial reproduction of a
series of different places: with
the group split in two, each half
recreates a series of spaces
using audio, tactile and olfactory
information and the other half of
the participants experiences
them with their eyes closed.
Connecting with the space and
finding a “place”: each
participant looks a space they
resonate with and chooses a
body position to take and
present it to the group.
Looking for “significant” objects,
observing them and positioning
them in the places each
participant chose previously, and
constructing a story in their
individual place.

Day 3 – Sunday 22nd September,
09:30-17:00
● Independent activities in each
participant’ individual place,
under the surveillance of the
facilitators

● Technical run of the labyrinth
● 18:00-21:00 – access of the
public into the labyrinth
We also conducted a series of
energizers in the part of the morning.
Due to the lack of time, a series of
activities, that initially were planned as
separate ones, had to be shortened
and combined.
The group of creators was, as
stated previously, very heterogeneous
and as such, needed special attention
and a continuous adjusting of the
activities. Some of the participants
felt comfortable with the proposed
activities immediately and proved
autonomous, while others hesitated in
building their individual moments and
required support from the facilitators.
Because the area where the activity
took place was considerable, the
facilitators did their best to pay
attention to everybody and supervise
all participants during the process of
creating their individual
moments/places. However, the logistic
support of the members of the La
Corte della Carta association was
essential during these moments.
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III. DESCRIPTION
Final assignment.

The final thematic was a
combination of the initial idea that of
hospitality with that of labour inspired

by the space the labyrinth took place
in.

Moments and space management.
The itinerary was made out of 12
moments (including the welcoming
area and the final one of feedback and
decompression) and took 45 minutes
to traverse for each spectactor. None
of the participants expressed a desire
to stay in the welcoming or feedback
areas, as such we attributed the first
one to an SOS Fornace member, who
could entertain the spectactors by
telling them the history of the place
and the decompression room was
managed by our partner C. Vignati.

The most challenging part was finding
a suitable space for the later one, with
no sound interference from
neighbouring activities, or the
creators or other spectactors. The
location selected by the creators were
very far from each other, so in some
situations, the facilitators had to
intervene to ensure that spectactors
would not meet in the labyrinth. The
route was tested many times in order
to find the best solution.
Unfortunately, the day when the
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labyrinth took place was very clouded
and with a high risk of rain, so no
outside artificial lighting was used in
the labyrinth and as such the last of

“Spectactors”.

A total of 12 people participated,
entering the labyrinth at an interval of
10 minutes apart starting with 1810
until 2000. All of them were adults
living in generally the same areas –
the outskirts of Milan but without
forming a homogeneous group.
Considering the limited available time
as organizers, we preferred to
involved our friends, the association’s
partners or acquaintances of the

the spectactors went through it in
almost complete darkness, and this
has undoubtedly affected their
experience.

group of creators.
In order to conduct the labyrinth
theatre activity, La Corte della Carta
benefited greatly from the support of
SOS Fornace, that provided the
location, collaborated with us on
logistics in ensuring the reception of
the participants, meals as well as a
final appetizer for all spectactors.
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IV. RESULTS
EIt was interesting that in what
regards the spectactors, apart from
receiving written feedback we were
able to listen to their first impressions
during the appetizer that took place
as the end of the labyrinth. All of
them were positive, as the itinerary
managed to actively engage their
interest, mainly because it helped
them discover a space about which
they had limited knowledge.
The group of creators informally
shared their impressions at the end of
the labyrinth. We also decided to send
thank you e-mails to all of them, while
also asking them for additional

opinions regarding the process of the
activity. The experience was evaluated
as a positive one; the location chosen
for the labyrinth had a negative
impact initially, but, after the
exploration and introspective
exercises, the location proved to be a
stimulus for creativity. The creators
generally felt that the working
environment was a safe, tolerant and
where they were free to experiment.
In addition, they expressed their
desire of repeating the experience in a
different setting. As such, many asked
to exchange contact data in order to
keep in touch in the future.
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V. CHALLENGES REGARDING
Logistics.

The SOS Fornace location proved
fascinating but in many occasions
difficult to manage because:
● They lack electricity and running
water – both are available in the
main building through the use of
a generator however only based
on a fixed timetable
● The area is vast with storage
houses, cisterns, and courtyards
hundreds of meters between
them and this type of
architecture proved useful in
offering privacy to the creative
group but increased viewing
times and complicated

Creative group.

The group of creators included
initially 11 people, but two of them
abandoned the workshop after the
first evening and didn’t show up for
the next 2 days. They gave different
reasons for this behaviour but we
think they were expecting a different
kind of workshop. This raised two
major questions for us going forward:
How can we explain to future
creators what labyrinth theatre is in

“Spectactors”.

Regarding the spectactors we
first had to collect the contacts
identified by each member of the
association and then those brought
forward by the group of creators; then
we had to create a strategy to meet
the possible needs of the spectactors.

sometimes communication
among facilitators
They are far from any restaurant,
bar, or supermarket. Because of this,
but also because we used the meals
to increase group cohesion we eat all
together in the same space we
worked. This would not have been
possible without the involvement of
the group that manages SOS Fornace
who offered to prepare lunch on
Saturday and Sunday. This activity
required additional coordination from
our part and added to the
organizational tasks we had in
addition to those that arose from
managing the workshop.

order to help them understand the
concept while also not revealing so
much as not to ruin their experience?
Although all necessary
information/indications were
transmitted via e-mail, we saw that
many of the invited participants did
not read them and preferred to ask
for information via SMS or just
directly from the facilitators.

The spectactors were then contacted
to inform them about the starting
time of each tour and to offer
additional clarifications, and we could
only hope they were going to arrive in
time. It was difficult to receive
conformations from each of them, and
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as such, we had to debate whether to
give the task to “plan” to a facilitator
or a support person. In addition, the
person who managed the invitations
couldn’t receive the spectactors
because they were assigned to the
manage de final, feedback area. Of
course, these are internal organization

issues, not ones that are generated by
the spectactors themselves, but we
find it important to emphasize them
because sometimes logistical issues
can create the most problems.
Fortunately, in this case, we didn’t
face major problems.

VI. CONCLUSIONS
Was the labyrinth inspired by the place?
As mentioned before, we
intended to develop this workshop
under the theme of hospitability or
receiving someone in ones personal
space. As such we looked for different
spaces that could host a labyrinth
theatre activity which lead us to SOS
Fornace: an area that was once seen
as a working environment, which was
then abandoned, located in a
peripheral area forgotten by society,
then brought to life and transformed
into a welcoming island in a sea of
hostility. Nonetheless, during our

workshop and the creators explored
the space and chose their individual
places the theme of the workshop
strained from the one planed initially.
The storage houses, the cisterns, the
courtyards covered with plants
piercing the concrete, and some
abandoned tools created new
scenarios related to work, the factory,
and abandonment. The words used
the most during the creation of the
labyrinth were: depth, absence,
emptiness, balance/imbalance,
hospitality, work, waiting, welcoming.

How was heritage promoted?
We feel that by having the
experience of organizing the labyrinth
theatre, we achieved several
objectives:
● We shone a light on a space less
known in the area that actives
social, political and cultural
“realities”;
● We facilitated the meeting of

people of different ages from
different backgrounds that
shared their lives and had to
transform a space in three days
using the stories that they
themselves had to create
We received our “spectactors” in
a space apparently abandoned, but
which in reality fostered many stories
that changed their point of view.
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The relevance of this method for the
association.
After analysing the labyrinth
theatre method, we the members of
La Corte della Carta concluded that
this was an experience that we should
repeat, but in the future, we should
consider adapting it according to the
field realities. We intend to involve

disadvantaged communities, affected
by demographic decline and economic
or social crisis. We will consider using
a different name for this activity since
“theatre” can be, in our experience,
deceitful.
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