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Abstract 

The main purpose of the present dissertation, titled TAT: Teaching Art and Theatre and 

produced in English, is to research and examine some of the several Theater teaching 

methodologies currently in place in Portugal at a Higher Education level, both in Polytechnic 

Institutes and Universities, with a special reference to the Acting field of study, of which the 

several undergraduate Theater courses available nationwide are comprised and mentioned 

below – a premise divided into two parts. 

Throughout the first part, in which the «State of the Art» is demonstrated, an in-depth 

study of the current curricular structure of said courses takes place, offered by six national 

institutions (three polytechnic institutes and three universities) with Higher Education 

Assessment and Accreditation Agency (HE3A) credentials obtained via the latter’s designated 

External Assessment Boards’ (EABs) Preliminary/Final Accreditation Reports, as well as the 

Self-Assessment Reports produced by each institution (where available), namely: the Higher 

School of Theater and Film of the Polytechnic Institute of Lisbon (HSTF-PIL), the Higher 

School of Arts and Design of the Polytechnic Institute of Leiria (HSAD-PILeiria), the Higher 

School of Music and Performing Arts of the Polytechnic Institute of Porto (HSMPA-PIP), the 

School of Arts of the University of Évora (SA-UE), the School of Arts and Humanities of the 

University of Trás-os-Montes e Alto Douro (SAH-UTAD), and the Arts and Humanities 

Institute of the University of Minho (AHI-UMinho); the Pre-Bologna two-stage degree model 

(Baccalaureate + Licentiate), now extinct, is not considered. 

The first institution mentioned in the previous paragraph, the HSTF-PIL, is the one I 

sought to further research, considering, among other reasons explained in detail further ahead, 

in the «Preamble», my personal experience as the holder of a Bachelor’s Degree with Honors 

in Theater – Acting Option from said school, awarded after a three-year enrolment (2008-11) 

and its respective graduation. 

The study herein introduced, planned and submitted for approval to the School of Arts and 

Humanities of the University of the Algarve’s (SAH-UAlg) Scientific Board in a Dissertation 

Project format in 2014, invokes as a first temporal reference the year 2007, thus allowing an 

exhaustive research of the upgrades set in place by all aforementioned institutions regarding 

their curricula from the moment they were founded after the implementation of the Bologna 

Process all the way to the present. 

In the second and final part, I present my «Statement» in the context of a conceptual 
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framework whose answers address the nuclear research questions, as evidenced in the «State 

of the Art», supported not only by the HSTF-PIL’s Bachelor’s Degree in Theater curricula and 

those of the other institutions herein listed, but also by the bullet points suggesting 

improvements comprised in the HE3A’s Preliminary/Final Accreditation Reports, the HSTF-

PIL’s Self-Assessment Report, the results of surveys provided by the School’s Management 

and Quality Office, taken by newly enrolled, current, and former students (ranging from the 

academic year of 2012/13 to 2018/19), interviews given by world-renowned experts in the 

Performing Arts field of study (both foreign and domestic), and other materials, as shown in 

the «Preamble». 

This is also the moment where, based on the need for said improvements, I seek to 

demonstrate a hypothetical construction of a “Bachelor’s Degree in Dramatic Arts”, capable of 

suppressing a few of the obstacles ahead of curricula whose primary objective, shared by all 

institutions, is to provide the best skills to each of their students, so they may thrive as 

successfully as possible in the performance of their duties in a professional Theater, Film, 

and/or Television environment. 

Keywords: Academy, Education, Teaching, Pedagogy, Theater. 
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Resumo 

A presente tese, intitulada TAT: Teaching Art and Theatre e redigida em Língua Inglesa, 

tem como principal objectivo a investigação e análise de alguns dos vários modelos de 

leccionamento do Teatro em Portugal no contexto do Ensino Superior Público Politécnico e 

Universitário, com especial destaque para a área científica de Interpretação e Formação de 

Actores compreendida nas várias Licenciaturas em Teatro disponibilizadas a nível nacional, 

modelos esses discriminados infra – uma premissa subdividida em duas partes. 

Ao longo da primeira parte, na qual se reflecte sobre o «Estado da Arte», é realizado um 

estudo aprofundado da estrutura formativa destes cursos na actualidade, oferecidos por seis 

instituições nacionais (três institutos politécnicos e três universidades) a partir (entre outros) 

dos Relatórios de Auto-Avaliação de cada um dos estabelecimentos de ensino (desde que 

disponíveis), a saber: a Escola Superior de Teatro e Cinema do Instituto Politécnico de Lisboa 

(ESTC-IPL), a Escola Superior de Artes e Design das Caldas da Rainha do Instituto Politécnico 

de Leiria (ESAD-IPLeiria), a Escola Superior de Música, Artes e Espectáculo do Instituto 

Politécnico do Porto (ESMAE-IPP), a Escola de Artes da Universidade de Évora (EA-EU), a 

Escola de Ciências Humanas e Sociais da Universidade de Trás-os-Montes e Alto Douro 

(ECHS-UTAD) e o Instituto de Letras e Ciências Humanas da Universidade do Minho (ILCH-

UMinho); o modelo de licenciatura bietápica Pré-Bolonha (Bacharelato + Licenciatura), 

entretanto extinto, não é considerado. 

A primeira instituição mencionada no parágrafo anterior, a ESTC-IPL, é aquela que me 

propus analisar com maior detalhe, baseado, entre outras razões adiante explanadas, no 

«Preâmbulo», no meu conhecimento da realidade da instituição na condição de detentor do 

Grau de Licenciado em Teatro – Ramo de Actores, que me foi atribuído pela Escola em questão 

após três anos de frequência (2008-11) e sua respectiva conclusão. 

Este estudo, planeado e submetido à aprovação do Conselho Científico da Faculdade de 

Ciências Humanas e Sociais da Universidade do Algarve (FCHS-UAlg) sob a forma de 

Projecto-Tese, em 2014, recorre como primeira referência temporal ao ano de 2007, 

permitindo, assim, uma investigação exaustiva da evolução da oferta formativa de todos os 

estabelecimentos de ensino supramencionados, desde a sua criação após a implementação do 

Processo de Bolonha até ao presente. 

Na segunda e última parte, apresento a minha «Exposição» no contexto de um quadro 

conceptual de resposta às questões centrais da investigação, tal como surgem evidenciadas no 
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«Estado da Arte», também elas fundamentadas com recurso não só aos planos de estudos dos 

Cursos Conferentes do Grau de Licenciado em Teatro da ESTC-IPL e dos restantes 

estabelecimentos de ensino em análise, mas também aos pontos a melhorar compreendidos nos 

Relatórios Preliminares/Finais de Acreditação das Comissões de Avaliação Externa (CAEs) 

nomeadas pela Agência de Avaliação e Acreditação do Ensino Superior (A3ES), o Relatório 

de Auto-Avaliação da ESTC-IPL, os resultados dos inquéritos formulados pelo Gabinete de 

Gestão e Qualidade da Escola, aos quais respondem os alunos recém-matriculados, os alunos 

actuais e os ex-alunos diplomados (no período compreendido entre os anos lectivos de 2012/13 

e 2018/19), entrevistas concedidas por peritos na área científica das Artes Performativas 

mundialmente reconhecidos (nacionais e estrangeiros) e ainda outros materiais, tal como 

apresentados no «Preâmbulo». 

É nesta segunda parte que, tendo em conta a necessidade de melhorias, procuro demonstrar 

aquela que é uma possibilidade de construção de um “Curso Superior de Artes Dramáticas” 

Conferente do Grau de Licenciado capaz de colmatar alguns dos obstáculos colocados diante 

de uma oferta educativa cujo objectivo, comum a todas as instituições, é facultar as mais ricas 

competências a cada um dos seus estudantes, para que o exercício da sua actividade num 

ambiente profissional de Teatro, Cinema e/ou Televisão seja o mais bem-sucedido possível. 

Palavras-chave: Academia, Educação, Ensino, Pedagogia, Teatro. 
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A. Preamble 

My decision to undertake this academic enterprise first crossed my mind in the beginning 

of 2014 (somewhere between February and March), though, initially, I had not planned it as a 

dissertation, but rather a book, which, as stated in the «Abstract», was supposed to come 

together based on my memories and experience as a former student of the Higher School of 

Theater and Film of the Polytechnic Institute of Lisbon. 

Just to contextualize, it was immediately after graduating in 2011 that I took it upon myself 

to make a choice between either furthering my education in Theater Arts by enrolling in one 

of the HSTF-PIL’s Master’s Degrees or taking my newly acquired skills up to the stage within 

a professional environment, which was exactly what I had been trained for. As a preventive 

measure, I chose both, just in case one of these paths became inaccessible later on. As it turned 

out, both windows of opportunity remained open – on the one hand and regarding the enrolment 

in the Master’s Degree, I was immediately accepted as a viable applicant, considering my 

academic record as an undergraduate while attending that same school, precisely; on the other 

hand, I had also been successful in my audition for an acting position at a young-adult Theater 

company in Lisbon. Willing to give the latter a go, I postponed academia and took the job, 

having stayed for nearly the length of a school year. 

Between 2012 and 2013, feeling somewhat disappointed with my endeavors in the Theater 

acting paradigm of “show business” (Ford, 1850, 26)i, on account of what I can say was a 

swirling vortex of entropy (comprised of boundless prying into personal affairs easily mixed 

up with those of a professional nature, something which I would eventually discuss in one of 

my titles, in 2016), I went on hiatus, distracting my mind with a bit of writing before finally 

deciding to return to the Performing Arts, though, this time, certainly not as yet another 

performer; as noted above, having procrastinated the academic part of my life during the same 

amount of time it would have taken me to complete a Master’s Degree, and given that it is 

legally possible to enroll directly in a Doctoral Degree as the holder of a Bachelor’s diploma, 

I thus formulated the project whose result is now submitted to the School of Arts and 

Humanities of the University of the Algarve (SAH-UAlg). 

Not only will I demonstrate what it was like to be enrolled in the Acting Option of the 

HSTF-PIL’s Bachelor’s Degree in Theater during my time (2008-11), I will also explain the 

changes this specific higher education course underwent after I left the institution to the present 

i Where the term is first recorded in print. 
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day, together with the touchstones defining the essence of similar courses found throughout the 

Portuguese nation in the same time period (following the ratification of the Bologna Process 

and, therefore, excluding the now extinct two-stage degrees comprised of the three-year 

Baccalaureate and the one-year Licentiate), completing this thesis with my statement regarding 

other courses of action I would like to introduce specifically in the HSTF-PIL, describable as: 

(…) an artistic, bicephalous higher school – Theater/Film –, heritage, as far as 

teaching Theater is concerned, of the Conservatoire founded by Almeida Garrett (…)ii. 

(Vasques, 2005, 3) 

Such suggestions are based, most naturally, not only on the School’s self-assessment and 

third-party expert opinions (who also took note of the then enrolled students’ thoughts), but 

also on respected academic journal articles and book chapters authored by the most highly 

regarded voices of both the foreign and domestic Artistic Education sphere of influence. 

My objective is to combine and seek inspiration from all schools in order to build an 

adequate “Bachelor’s Degree in Dramatic Arts” equipped with the necessary tools for future 

professionals to both propagate and perpetuate their knowledge, along with their own thinking, 

something which cannot be discarded, for, according to Margaret Mead: 

Children must be taught how to think, not what to think. They must be taught that 

many ways are open to them. 

(Horn, 2004, 28) 

Even though students enrolled in Higher Education are no longer children, in the context 

of a preamble demonstrating my personal motivations to move ahead with this project, I believe 

that Mead’s principle applies to us all, regardless of the stage of our lives we find ourselves in. 

To conclude, may I just say I am forever thankful to the HSTF-PIL for every single skill 

passed on to me and my colleagues, while adding, nevertheless, there are certain aspects 

(mostly concerning the curricula, to be precise) I would have liked to experience as a student, 

aspects that can still be implemented for the benefit of generations yet to come, allowing them 

ii My translation. 
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to have a say in school affairs, as noted by the External Assessment Board who visited said 

institution. 

There is also a sentiment I have regarding the need to concentrate an essential database in 

one, easily accessible place alone, which was most likely inspired by Antonino Solmer and his 

collaborators’ words contained in the synopsis to their Manual de Teatro: 

Let us create that book every one of us would have liked to have as a means of 

research when we were Theater students, when we teach Theater now or, quite simply, 

whenever we feel curious about the theatrical universe and the several processes of 

staging a spectacleiii. 

(2014) 

All across mainland Portugal, North to South, here are the results, explained and stated 

throughout Parts 1 and 2, respectively, of my research journey into the nation’s higher 

academic theatrical paradigm, obtained from all six institutions offering an accredited 

Bachelor’s Degree in Theater by the end of 2019. 

Methodology 

Research for this dissertation is comprised of a combination of both qualitative and 

quantitative methods. 

In the first case, official documents containing legislation regarding the official curricular 

changes made to the six degrees analyzed were used across the entire first part, in order to 

establish a comparison between them while bearing in mind the differences between 

Portuguese polytechnic and university higher education, followed by a series of remarks 

mirrored by said documentation, available only in Portuguese and directly retrieved from the 

Portuguese Republic’s Official Journal, where all nationwide, regionwide, and local legislation 

is published after enactment. Syllabi and timetables from the respective institutions were also 

used with the purpose of performing a more concrete literary review of all changes made 

through the years (up to a full decade, in most cases). 

In the second case, thoroughly recurred to throughout most of the latter part’s beginning, 

iii Idem. 
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surveys taken by newly enrolled, currently enrolled, and former students, whose results had 

already been compiled by the HSTF-PIL’s Management and Quality Office, under the umbrella 

of the Internal Quality Assurance System of the Polytechnic Institute of Lisbon, were used with 

the purpose of gathering statistical data, upon which a literary review was performed during 

the processing and adaptation of said data to this dissertation’s objectives, one of which was to 

determine the turnout of the people involved and, out of those percentages, distributed by 

degree, option, and curricular year, how many people were either pleased or dissatisfied with 

their enrolment in the HSTF-PIL’s degrees (from both Departments, in some occasions), and 

which specific criteria were often rated either positively, negatively, or neutrally, not only as 

far as a teaching-learning point of view is concerned, but also other sectors, such as the 

building’s common areas’ working conditions, for instance. Specifically in the case of the 

alumni, these surveys were used in order to determine the percentage of former students who 

were working at the time they took the questionnaires, where, which field, how long it took 

them to find a job (whether before or after graduation), the sort of contract they signed with 

their employers, and which means were mostly used to fulfill said achievement (e.g., following 

an internship, public announcement, spontaneous application, etc.); in some cases, alumni 

sought other ways and created artistic structures of their own, seeking financial support from 

both public and private entities. 

The use of these materials, together with the HSTF-PIL’s Self-Assessment Report, the 

PIL’s Institutional Self-Assessment Report, and the HE3A’s designated EAB Preliminary 

Report, were key to realizing how the process of making changes to certain aspects of academic 

life at a certain institution (the HSTF-PIL, in this case) takes place and what obstacles lay ahead 

of these changes, for which reason making observations related to modifications one would 

like to see become real requires a great deal of pondering, in order to fulfill all legal 

requirements within the autonomy attributed to institutions according to their statutes, 

regulated, in turn, by a parent organization whose statutes, in turn, are regulated under the 

legislation enacted by the tutelage Ministry. 

In the final chapters of the project, materials to the like of interviews, essays, book 

chapters, and other dissertations (whether at a Master’s or Doctoral level), most of which were 

retrieved online, constitute the required theoretical bases used to support statements resulting 

from the observation of both past and present situations related to the HSTF-PIL’s pedagogical 

doctrine and how the latter can help define the concepts of Theater, Film, Performing Arts, 

Artistic Education, in short, the polyvalence and polymorphism of the artist as a creator in full, 

instead of solely a performer or any other designation related to the aforementioned fields, 
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regardless of the specialization a student is or was enrolled in – if they were enrolled in a course 

at all, whether it be of a vocational or higher nature. 

All quotes, references, and bibliography are listed according to the provisions of the 17th 

Edition of The Chicago Manual of Style. 
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Part 1 – State of the Art 

1.1 Higher School of Theater and Film – Polytechnic Institute of Lisbon 

1.1.1 Post-Bologna Implementation (2007-11) 

1.1.1.1 General Structure 

Following the regulations imposed by Law-Decree #76/2006 of March 24th1, therefore 

setting a new legal framework for the European Higher Education System, the Bachelor’s 

Degree in Theater awarded by the Higher School of Theater and Film of the Polytechnic 

Institute of Lisbon was readjusted, beginning in the school year of 2006/072, to offer 

prospective students a choice of enrolment in one of four different Options for a total time 

period of three years (or six semesters)3 – the equivalent to 180 ECTS4, and those were: 

a) Acting;

b) Set & Wardrobe Design;

c) Dramaturgy;

d) Production Management5.

The fields of study these four Options had in common were: Theater Practice, History, 

Theory and Esthetic, and Dramaturgy6, which, in turn, constituted the bases of the theatrical 

universe all students had to mandatorily attend in order to complete the course curriculum for 

their respective Option through the following CUs: 

i) General Workshop;

ii) Theater History I and II7;

iii) Art History I, II, and III;

iv) Research Methodology;

1 Cf. diss. App. D.1.a, Art. 1. 
2 Ibid., Art. 5. 
3 Ibid., App. I, #7. 
4 Ibid., #6. 
5 Ibid., #8. 
6 Ibid., #9, Tabs. 1-4. 
7 Exclusively attended by Acting, Dram., and Prod. Mgmt. 



2 

v) Theater Art Theory I, II, III, and IV;

vi) Dramatic Literature I, II, and III8;

vii) Topics of Contemporary Art;

viii) Contemporary Dramatic Writings9.

Especially conceived for the S&W Design Option were two CUs to be completed in one 

year’s time (1st Year – 2nd Sem. and 2nd Year – 1st Sem.), designated as Theater and Dramatic 

Literature History I and II10, as opposed to the remaining three Options, which saw their 

Dramatic Literature CUs distributed over the course of one year and a half (1st Year – 2nd 

Sem. [I] and 2nd Year – 1st [II] and 2nd Sems. [III]), though much closer to each other in time, 

whereas the Theater History CUs were taught during the 1st Year – 1st Sem. (I) and the 2nd 

Year – 2nd Sem. (II). 

All CUs listed from addenda ii) to viii), together with the Theater and Dramatic Literature 

History I and II units mentioned in the paragraph above, constitute the Common Core 

Curriculum11 of the HSTF-PIL Bachelor’s Degree in Theater, whose instructors teach students 

from all Options; other members of faculty are listed according to their respective Option12. 

In the next subchapters, I will be demonstrating the detailed curriculum for each Option 

across the time period between 2007 and 2011. 

8 Idem. 
9 Cf. diss. App. D.1.a, Apps. II-V. 
10 Ibid., App. III, Tabs. 2 and 3. 
11 PT: “Tronco Comum a Todos os Ramos (Teoria)”. 
12 HSTF-PIL, 2015a. 
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1.1.1.1.1 Options 

1.1.1.1.1.1 Acting13 

Table 1.1 

Acting Curriculum 

CUs FS 

1st Year 2nd Year 3rd Year 

1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 

General Workshop TP ∃! - - - - - 

Movement M I II III IV V VI 

Voice V I II III IV V VI 

Music and Acoustic Space V I II III IV - - 

Theater History H I - - II - - 

Art History H I II III - - - 

Research Methodology TE ∃! - - - - - 

Theater Art Theory TE I II III IV - - 

Acting A - I II III IV V 

Dramatic Literature D - I II III - - 

Topics of 

Contemporary Art 
TE - - - - ∃! - 

Contemporary 

Dramatic Writings 
D - - - - - ∃! 

Graduation Report TE - - - - - ∃! 

Key14 

TP – Theater Practice; M – Movement; V – Voice; H – History; TE – Theory and Esthetic; 

A – Acting; D – Dramaturgy. 

∃! – One-Time Only; 

I to VI – CU Modules. 

13 Cf. diss. App. D.1.a, App. II, Tabs. 1-6. 
14 Ibid., App. I, Tab. 1. 
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1.1.1.1.1.2 Set & Wardrobe Design15 

Table 1.2 

S&W Design Curriculum 

CUs FS 

1st Year 2nd Year 3rd Year 

1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 

General Workshop TP ∃! - - - - - 

Technology TC I II III IV V - 

Design DE I III III - - - 

S&W Design 

Theory and History 
TE I II III IV - - 

Art History H I II III - - - 

Research Methodology TE ∃! - - - - - 

Theater Art Theory TE I II III IV - - 

S&W Design DE - I II III IV V 

Theater and Dramatic 

Literature History 
H - I II - - - 

Introduction to 

Stage Production 
P - - - ∃! - - 

Topics of 

Contemporary Art 
TE - - - - ∃! - 

Contemporary 

Dramatic Writings 
D - - - - - ∃! 

Graduation Report TE - - - - - ∃! 

Key16 

TP – Theatre Practice; TC – Technology; DE – Design; H – History; TE – Theory and Esthetic; 

P – Production; D – Dramaturgy. 

∃! – One-Time Only; 

I to V – CU Modules. 

15 Ibid., App. II, Tabs. 1-6. 
16 Ibid., App. I, Tab. 2. 
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1.1.1.1.1.3 Dramaturgy17 

Table 1.3 

Dramaturgy Curriculum 

CUs FS 

1st Year 2nd Year 3rd Year 

1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 

General Workshop TP ∃! - - - - - 

Dramaturgy D I II III IV V VI 

Theater History H I - - II - - 

Art History H I II III - - - 

Research Methodology TE ∃! - - - - - 

Theater Art Theory TE I II III IV - - 

Dramatic Literature D - I II III - - 

Topics of 

Contemporary Art 
TE - - - - ∃! - 

Contemporary 

Dramatic Writings 
D - - - - - ∃! 

Seminar TE - - - - - ∃! 

Graduation Report TE - - - - - ∃! 

Key18 

TP – Theater Practice; D – Dramaturgy; H – History; TE – Theory and Esthetic. 

∃! – One-Time Only; 

I to VI – CU Modules. 

17 Ibid., App. III, Tabs. 1-6. 
18 Ibid., App. I, Tab. 3. 
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1.1.1.1.1.4 Production Management19 

Table 1.4 

Prod. Mgmt. Curriculum 

CUs FS 

1st Year 2nd Year 3rd Year 

1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 

General Workshop TP ∃! - - - - - 

Theater Techniques TT I II - - - - 

Theater History H I - - II - - 

Art History H I II III - - - 

Research Methodology TE ∃! - - - - - 

Theater Art Theory TE I II III IV - - 

Law L - I II - - - 

Stage Techniques TT - I II - - - 

Cultural Management EM - I II III - - 

Marketing 

and Communications 
C - - I II - - 

Production Practice P - - - I II III 

Audience Sociology S - - - ∃! - - 

Seminar TE - - - - - ∃! 

Dramatic Literature D - I II III - - 

Topics of 

Contemporary Art 
TE - - - - ∃! - 

Contemporary 

Dramatic Writings 
D - - - - - ∃! 

Seminar TE - - - - - ∃! 

Graduation Report TE - - - - - ∃! 

19 Ibid., App. IV, Tabs. 1-6. 
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Key20 

TP – Theater Practice; TT – Theater Techniques; D – Dramaturgy; H – History; TE – Theory 

and Esthetic; L – Law; EM – Economics and Management; C – Communications; P – 

Production; S – Sociology. 

∃! – One-Time Only; 

I to IV – CU Modules. 

20 Ibid., App. I, Tab. 4. 
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1.1.1.2 Option Interaction 

Although the four Options interacted mostly in theory-based CUs, they simply shared the 

same room, much unlike General Workshop and Acting III and V (1st Year – 1st Sem. and 2nd 

and 3rd Years – 2nd Sem., respectively), the only three moments in the entire three-year course 

when each Option, supervised by one or more instructors, contributed to the final public 

presentation with elements pertaining to their own specialty; the exception here concerned the 

Acting and Dram. Options, which remained together from start to finish, all six semesters, as 

we will now see. 

In addition to each CU having its own syllabus describing bullet points such as designation, 

weekly hours, total number of hours, total amount of ECTS, instructor(s) in charge of 

delivering the contents of the unit, their respective modules, objectives (both personal and 

collective, when applicable), class schedule (when applicable), bibliography, supporting 

materials, and assessment, teaching and learning methodologies21, it was common practice to 

concentrate the topics of each one of the total six semesters in activity plans devised for all four 

Options. 

To summarize, back in 2008-11, the Acting Option22 was comprised of the following 

themes: 

21 Cf. diss. App. D.1.f. 
22 As a sample, the original activity plans from 2008 through 2011 can be found under diss. Apps. D.1.b.1-

D.1.d.3. 
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Table 1.5 

Acting Activity Plan (2008/09) 

CUs Modules Themes 
Internal 

Collaboration 
External Collaboration 

General 

Workshop 
- 

Discovering Theater S&W Design, 

Dram., 

and Prod. Mgmt. 

- 

Greek Tragedy 
Instituto Português 

de Museus23 

Acting 

I 

Romanticism 

(Goethe, Kleist, 

and Schiller) 

Dram. - 

II 
Renaissance 

(Gil Vicente and 

William Shakespeare) 

Dram. - 

III 

S&W Design, 

Dram., 
and Prod. Mgmt. 

- 

IV 

Theater Workshop 

Dram. - Performance 

Text 

V 

Film 

S&W Design, 

Dram., Prod. Mgmt., 

and Film Dept. 

Teatro Nacional D. Maria II 

Teatro Maria Matos 

Chosen by 

Guest Instructor 

Chosen by 

Guest Instructor 

Table 1.6 

Acting Activity Plan (2009-11) 

CUs Modules Themes 
Internal 

Collaboration 
External Collaboration 

General 

Workshop 
- 

Discovering Theater S&W Design, 

Dram., 

and Prod. Mgmt. 

- 

Greek Tragedy 
Instituto Português 

de Museus24 

Acting 

I 
Naturalism 

(Chekhov) 
Dram. - 

II 
Renaissance 

(Gil Vicente and 

William Shakespeare) 

Dram. - 

III 

S&W Design, 

Dram., 

and Prod. Mgmt. 

- 

IV 

Theater Workshop 

Dram. - Performance 

Text 

V 

Film 

S&W Design, 

Dram., Prod. Mgmt., 

and Film Dept. 

Teatro Nacional D. Maria II 

Teatro Maria Matos 

Teatro da Trindade 

Chosen by 

Guest Instructor 

Chosen by 

Guest Instructor 

23 EN: Portuguese Museum Institute; my translation. 
24 Idem. 
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As seen in Tabs. 1.5 and 1.6, all four Options of the HSTF-PIL’s Bachelor’s Degree in 

Theater began said course by taking part in “General Workshop” simultaneously, a CU in 

which actors, designers, dramatists, and producers all worked together. 

Even though the Acting instructor was responsible for the results shown in the final public 

presentation25, throughout the first theme, “Discovering Theater”, the assistant instructors from 

the remaining Options26 also shared the opportunity to sporadically lead the class and teach the 

basics of their craft27, from set and costume planning to their respective execution, from 

dramatic literature and spectacle analysis to the final draft and, also, from lighting and sound 

design to device operating. 

Detailed in the original tables28, both Voice and Movement professors also exercised with 

students other than Actors29, who, in turn, had the chance to learn more about their colleagues’ 

line of work and its importance when it comes to putting a show together as a team30. 

Once it was time to move to the next theme, “Greek Tragedy”, each Option focused on 

their own specialty, regularly saving a moment during the workweek to discuss the current 

progress on all fronts and make sure everyone was on the same page31; the same process was 

applicable to CUs “Acting” III and V (equivalent to “S&W Design” III and V, “Dram.” III and 

V, and “Production Practice” I and III). 

Still within the “Internal Collaboration” column, the School’s Film Dept. would participate 

by offering its own workshop for the course’s final presentation, during its sixth semester; this 

was the only time the School’s two Departments worked together32. 

As for the “External Collaboration” column, «General Workshop»’s final public 

presentations related to the Greco-Latin universe took place in different museums located in 

Lisbon, one for each class. In order to provide a more professional Theater environment33 for 

all the course’s seniors, protocols were celebrated with actual theaters, allowing the students to 

work with seasoned actors/directors and technicians, thus expanding their horizons and 

eventually increasing positive results regarding career prospects while preparing for the last 

module of “Acting”, “S&W Design”, “Dramaturgy”, and “Production Practice”, whose core 

was defined by each Acting Guest Instructor, ultimately responsible for the project’s design. 

25 Cf. diss. App. D.1.j, #2. 
26 Ibid., #3. 
27 Ibid., #4 and #5. 
28 Vide note 21. 
29 Cf. diss. App. D.1.j, #7. 
30 Idem. 
31 Ibid., #8. 
32 Vide note 27. 
33 Vide note 29. 
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1.1.2 Adjustments & Innovations (2011-17) 

1.1.2.1 Dramaturgy Option Extinction 

According to Ordinance #776/2007, of July 9th34, the admission tests for the HSTF-PIL’s 

Bachelor’s Degree in Theater comprised the original four Options after the Bologna Process 

implementation, including Dramaturgy: 

The Access to Enrolment regulations of the Bachelor’s Degree in Theater – 

Acting, Set & Wardrobe Design, Dramaturgy, and Production Management Options, 

awarded by the Higher School of Theater and Film of the Polytechnic Institute of 

Lisbon, are hereby approved and published as an appendix to this ordinance35. 

(TOJ, 2007b, 4374) 

However, once Ordinance #853/2010, of September 6th36 was enacted and Ordinance 

#776/2007, of July 9th was revoked37, the Dramaturgy Option was no longer available for 

enrolment38: 

The present regulation defines the norms applicable to the Access to Enrolment in 

the Bachelor’s Degree in Theater – Acting, Set & Wardrobe Design, and Production 

Management Options, awarded by the Higher School of Theater and Film of the 

Polytechnic Institute of Lisbon, hereafter designated School. 

(2010a, 3947-3948) 

Without new dramatists to support the Acting Option students on their theory-based work, 

all the tasks through which the former were assessed became both eventually and gradually 

duties fulfilled entirely by Common Core Curriculum professors until the Dramaturgy 

students’ respective graduation. The last academic year Dramaturgy students were still enrolled 

34 Cf. diss. App. D.1.g, #1. 
35 Idem; my translation. 
36 Cf. diss. App. D.1.h. 
37 Ibid., Art. 5. 
38 Ibid., App., #1; my translation. 
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in the Option was 2012/13, making a total 2339. By 2013/14, there were no more dramatists 

attending the Option’s classes40, although there was a chance for students who interrupted their 

studies to complete their Bachelor’s Degree in Theater in one of the remaining three Options, 

as part of an Ongoing Curricular Inclusion Process41. 

39 HSTF-PIL, 2012, “2.1.3.1.2 Frequências” (EN: Enrolment), p. 43. 
40 Ibid., 2013b, ibid, p. 28. 
41 Ibid., 2017a, “2.1.1.3.4 Integração Curricular” (EN: Curricular Inclusion), p. 8. 
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1.1.2.2 «Thursday Blast!» 

Beginning in the school year of 2012/13, the Theater Dept. of the HSTF-PIL introduced a 

new, ongoing activity as part of its colloquia program whose regularity is now far more secured 

than any previous events of the same nature: 

The Theater Department will promote all across the academic year of 2012/13, as 

part of its curricular activities, sessions every fortnight whose purpose is the meeting 

and gathering of artists, creators, critics, [and] thinkers with students from the different 

Options of the Theater course. Such sessions are titled “BLAST!”42,43. 

(HSTF-PIL, 2013a, 5) 

The “Thursday” part of the title given to these new colloquia eventually became set in 

stone as the preferred weekday (in the afternoon) for them to take place44. 

42 My translation. 
43 All modifications in brackets – [] – are mine. 
44 Ibid., 2014a-f and 2014h. 



14 

1.1.3 Reform (2017-Present) 

1.1.3.1 General Structure 

By the end of the academic year of 2016/17, a new Order45 implementing a reform to the 

Bachelor’s Degree in Theater awarded by the HSTF-PIL was published in The Official Journal, 

redefining elements such as Fields of Study, a distribution of the total amount of credits 

required to complete the course curriculum (between mandatory and optional), as well as both 

the extinction and creation of new CUs and their respective modules, all of which applicable 

to the three available Options46: 

a) Acting;

b) Set & Wardrobe Design;

c) Production Management.

The following tables visually summarize the changes in effect, which will be accompanied 

by an ensuing short description breaking down the modifications made since the Bologna 

Process Implementation during the school year of 2006/0747. 

45 Cf. diss. App. D.1.k, “Order #5887/2017”. 
46 Ibid., App. I, #8. 
47 Vide note 2. 
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1.1.3.2 Options 

1.1.3.2.1 Acting48 

Table 1.7 

Acting Curriculum (2017-Present) 

CUs FS 

1st Year 2nd Year 3rd Year 

1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 

Acting A I II III IV V - 

Movement M I II III IV V - 

Voice V I II III IV V - 

Music and Acoustic Space V I II III IV - - 

Theater History H I II - - - - 

Art History H I II - - - - 

Contemporary Art 

and Esthetic 
TE - - ∃! - - - 

Theater Art Theory TE I II III IV - - 

Dramatic Literature S - - I II - - 

Contemporary 
Dramatic Writings 

S - - - ∃! - - 

Optional (a) - - - - - ∃! - 

Theater/Performing Arts 

Project (b) 
TP - - - - - ∃! 

Curricular Internship (b) TP - - - - - ∃! 

Graduation Report 

and Research 
TE - - - - - ∃! 

Key49 

(a) Generic designation comprising all CUs approved by the Theater Dept.’s T-SB50; 

(b) Only one may be chosen by each student51. 

A – Acting; M – Movement; V – Voice; H – History; TE – Theory and Esthetic; S – Studies; 

TP – Theater Practice; ∃! – One-Time Only; I to V – CU Modules. 

48 Cf. diss. App. D.1.k, App. I, #10.1, Tabs. 1-6. 
49 Ibid., #9.1 
50 Ibid., #10.1, Tab. 5. 
51 Ibid., Tab. 6. 
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1.1.3.2.2 Set & Wardrobe Design52 

Table 1.8 

S&W Design Curriculum (2017-Present) 

CUs FS 

1st Year 2nd Year 3rd Year 

1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 

S&W Design SWD I II III IV V - 

Design SWD I II III - - - 

Technology TCN I II III IV V - 

Theater History H I II - - - - 

Art History H I II - - - - 

S&W Design 

Theory and History 
SWD I II III IV - - 

Introduction to 

Stage Production 
P - - - ∃! - - 

Contemporary Art 

and Esthetic 
TE - - ∃! - - - 

Theater Art Theory TE I II III IV - - 

Dramatic Literature S - - I II - - 

Contemporary 

Dramatic Writings 
S - - - ∃! - - 

Optional (a) - - - - - ∃! - 

Theater/Performing Arts 

Project (b) 
TP - - - - - ∃! 

Curricular Internship (b) TP - - - - - ∃! 

Graduation Report 
and Research 

TE - - - - - ∃! 

Key53 

(a) Generic designation comprising all CUs approved by the Theater Dept.’s T-SB54; 

(b) Only one may be chosen by each student55. 

SWD – S&W Design; TCN – Technology; H – History; TE – Theory and Esthetic; S – Studies; 

TP – Theater Practice; ∃! – One-Time Only; I to V – CU Modules. 

52 Cf. diss. App. D.1.k, App. I, #10.2, Tabs. 7-12. 
53 Ibid., #9.2 
54 Ibid., #10.2, Tab. 11. 
55 Ibid., Tab. 12. 
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1.1.3.2.3 Production Management56 

Table 1.9 

Prod. Mgmt. Curriculum (2017-Present) 

CUs FS 

1st Year 2nd Year 3rd Year 

1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 

Production P ∃! - - - - - 

Theater Techniques TT I II - - - - 

Cultural Sector: 

Context and Dynamics 
EM ∃! - - - - - 

Theater History H I II - - - - 

Art History H I II - - - - 

Stage Techniques TT - I II - - - 

Law L - ∃! - - - - 

Cultural Management EM - ∃! - - - - 

Marketing 

and Communications 
C - - ∃! - - - 

Arts Audience S - - ∃! - - - 

Cultural Project 

Management 
EM - - ∃! - - - 

Production Practice P - - - ∃! - - 

Production 

Methodologies 
P - - - - ∃! - 

Contemporary Art 

and Esthetic 
TE - - ∃! - - - 

Theater Art Theory TE I II III IV - - 

Dramatic Literature S - - I II - - 

Contemporary 
Dramatic Writings 

S - - - ∃! - - 

Optional (a) - - - - - ∃! - 

Theater/Performing Arts 

Project 
TP - - - - - ∃! 

Curricular Internship P - - - - ∃! - 

Graduation Report 

and Research 
TE - - - - - ∃! 

56 Cf. diss. App. D.1.k, App. I, #10.3, Tabs. 13-18. 
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Key57 

(a) Generic designation comprising all CUs approved by the Theater Dept.’s T-SB58; 

P – Production; TT – Theater Techniques; L – Law; EM – Economics and Management; H – 

History; TE – Theory and Esthetic; S – Studies; TP – Theater Practice; 

∃! – One-Time Only; 

I to IV – CU Modules. 

57 Ibid., #9.3 
58 Ibid., #10.3, Tab. 17. 
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1.1.3.3 Homogenization and Specificity 

Despite there being three Options to choose from the HSTF-PIL’s Bachelor’s Degree in 

Theater with specific CUs in accordance with their respective predominant fields of study 

(named after the Options themselves59), the Common Core Curriculum units are now more 

consistent regarding the homogenization of Acting, S&W Design, and Prod. Mgmt. 

“Theater History”, “Art History”, “Theater Art Theory”, “Dramatic Literature”, and 

“Contemporary Dramatic Writings”, all of which were present in the Post-Bologna 

Implementation of 2006, are still applicable to all Options, without the need for a specific 

curriculum reformulation especially conceived for S&W Design (namely, the combination of 

“Theater History” and “Dramatic Literature” into one CU). The “Research Methodology” CU, 

however, has been extinct. 

Whereas “Theater History”, “Theater Art Theory”, and “Contemporary Dramatic 

Writings” maintain the same number of modules from 14 years ago, “Art History” and 

“Dramatic Literature” have been reduced from three to two, simultaneously attended by all 

three Options. Moreover, “Theater History” I and II are no longer kept separate by two 

semesters – on the contrary, they are taught contiguously across the first year of the curriculum. 

As for the fields of study, those have undergone slight changes as well; the extinction of 

the Dramaturgy Option in 2010 has resulted in a curricular reorganization for two of the 

Common Core Curriculum units (“Dramatic Literature” and “Contemporary Dramatic 

Writings”), which are now a part of Studies, definitely ruling out Dramaturgy, whose Option 

became completely inactive in 2012 after its last students’ graduation. 

“General Workshop”, which brought together all Options right from the start of the course, 

is yet another CU that no longer takes part in the curriculum; that does not mean, however, 

students do not get to interact with each other and learn the basics of each other’s craft, thus 

maintaining the same curricular objectives as before: 

This CU takes for a starting point the concepts of cultural awareness, work ethics, 

gameplay, and creativity by doing a crossover of the several Options of the Theater 

Course. 

Objectives: realizing the theatrical process is both a cultural and civilizational 

59 Cf. diss. App. D.1.k, App. I, #5. 
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manifesto; understanding Theater is comprised of several means of expression as a 

whole; experiencing the theatrical process as an artform that implies different esthetics 

and techniques; becoming aware, through practice, that Theater is developed based on 

collectiveness and that it is a means of communication. 

Skills: grasping fundamental operational and technical concepts; developing the 

ability to relate both the concepts and techniques acquired; being able to correlate 

activities and practices from different fields (divergence and parallelisms); developing 

both creative and technical skills based on teamwork; being able to find both creative 

and innovative solutions for the suggested exercises60. 

(HSTF-PIL, 2018aa, 1) 

Whereas the Acting and S&W Design Options hold on to some sort of stability regarding 

their predominant fields of study (with up to five modules), the Prod. Mgmt. Option, because 

of all the one-time only CUs it is now comprised of, barely has any room to develop a stronger 

level of fluid specialization, apart from both Theater and Stage Techniques, each of which are 

comprised of two modules. This Option’s discrepancy regarding the other two is compensated 

in another way – the mandatory enrolment in the “Curricular Internship”, which is optional for 

actors and designers; such a CU is key to better career prospects, as it has been pointed out in 

its syllabus: 

This CU encourages the student, while in the context of a professional 

environment, to efficiently and adequately develop tasks they are taught at the 

institution they are undertaking their internship by applying, through practice, the 

skills acquired across their enrolment at the HSTF-PIL. The student enrolled in this 

CU is encouraged to make decisions and be responsible for the tasks employed in the 

professional environment. The day-to-day activities of the internship locale will allow 

the student to become aware, firsthand, of the consequences of their decisions and 

strategies employed, in order to fulfill their project’s objectives. This way, the student 

will be confronted with the reality of an activity they progressively came to master 

while enrolled in the Option. Other important objectives can be defined as student 

60 My translation. 
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contact with the reality of the profession, teamwork, and knowledge acquired, in loco, 

from a cultural institution’s internal methodologies and hierarchic relationships61. 

(2018ag, 1-2) 

Even though the Acting and S&W Design Options also offer the chance for students to 

undertake a “Curricular Internship”, said CU is but a choice. The alternative is the “Theater 

and Performing Arts Project” (mandatory for Prod. Mgmt. students). Its learning objectives, 

however, are reduced when compared to the internship: 

All projects are presented by the HSTF-PIL and/or proposed by one or more 

groups as an “autonomous” project, hereby promoting the practice of contemporary 

Theater through either invitations or partnerships with renowned institutions and 

creators62. 

(2018af, 1) 

It is also added that: 

The students partake in the building of a spectacle close to or of a professional 

nature, publicly presented at a renowned institution, usually external to the HSTF-PIL. 

They are to demonstrate the skills acquired across the enrolment in the Degree. The 

CU comprises specific seminars. Simultaneously, and through Spring Break, students 

work on the preparation of a “Music-Hall” in which they get the chance to join theater 

and music in front of a live audience63. 

(2018af, 2) 

Nevertheless, the students’ autonomy, while under supervision, is preserved in this CU: 

The opportunity to present an Autonomous Project implies autonomy regarding 

61 My translation. 
62 Idem. 
63 Idem. 
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the creative, artistic, organizational, and production aspects of an exercise/spectacle 

whose responsibility is the students’ entirely. They are to be supervised by a Tutor, 

designated according to the nature and features of each project64. 

(2018af, 3) 

This, together with “Acting I” (equivalent to “S&W Design I” and “Production”), is the 

only moment during which all Options work together – one semester less than prior to the 

Degree’s 2017 reform, making a total two semesters out of six65. 

64 My translation. 
65 HSTF-PIL, 2018aa-af., “10. Observações” (EN: General Remarks). 
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1.1.3.4 Introduction of Optional CUs 

As of 2017/18, following the HSTF-PIL’s Bachelor’s Degree in Theater’s reform 

accreditation by the HE3A66, third-year students became entitled to choose at least one of 

several yearly approved Optional CUs to attend during the course’s fifth semester, each worth 

five credits67. Depending on timetable availability, students may enroll in more than one CU; 

any extra credits are added to the Diploma Supplement and listed as ECUs68 once they graduate. 

Although the Optional CUs timetable for the school year of 2019/20 offers six units to 

choose from69, their syllabi, dated 201870 and common to all Options of the Theater Course71, 

show that a total 11 units were approved: 

a) Television Environment;

b) Movement;

c) Physicality and Space;

d) Costume Design;

e) Introduction to Design;

f) Makeup and Special Effects;

g) Performance Practice;

h) Community Theater;

i) Studio Project;

j) Theater and Religion;

k) Extended Vocal Techniques.

This is a chance for students to try out either different approaches to Theater by diverging 

from their Option, or to deepen their knowledge and engage further in the specificity of their 

course curriculum. According to each of these units, operating during the 1st Semester of 

2018/19, these are the intended learning objectives, beginning with “Television Environment”: 

The “Television Environment” module intends to gift students with the basic skills 

66 HE3A, 2016a. 
67 Cf. diss. App. D.1.k, App. I, #9.1-3. 
68 Cf. diss. App. D.1.L.3.a.1, #5. 
69 Ibid. 
70 HSTF-PIL, 2018ah. 
71 Ibid. 
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and techniques of set design activities for TV and TV production in part, and the media 

universe in general. 

The objective is to teach the basic principles of media, production, and set design 

means of expression used in the TV industry, allowing the understanding of both 

production process and media directing. 

Skills acquired in this module will potentially open doors for students in a new 

job market: television72. 

(HSTF-PIL, 2018ai, 1) 

Based on the description above, this is an Optional CU whose field of study is S&W 

Design. 

«Movement»’s learning objectives are as follows: 

This course will explore perception tools affiliated with states of being and 

awareness. During this semester, the class is specifically designed for 3rd-year 

students to be able to experience an articulation of self-understanding and self-tuning. 

(2018aj, 1) 

Given the CU’s designation, it clearly hails from the eponymous Acting Option unit. 

The next Optional CU, although titled «Physicality and Space», derives from both Esthetic 

and Theory and S&W Design: 

The CU discusses themes covering contemporary artistic performance, guiding 

itself on the reflection upon the concept of space and the status of the body. It explores 

the set design, painting, sculpture, installation, performance, or video paradigms, 

using, for a common topic, the definition of image as both surface and depth. Critical 

analysis is encouraged and enriched via the familiarization of students with 

cornerstone-texts and works of art73. 

(2018ak, 1) 

72 My translation. 
73 Idem. 
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The following CU is Costume Design, based on one of the S&W Design Option’s core 

units: 

The objective of this theoretical and practical optional unit is to develop both the 

concept and adaptability of costumes based on preexistent clothing, deconstructing, 

and adapting them into the creation of unique items. The purpose is to recur to minimal 

sewing skills in order to fulfill the suggested exercises in articulation with simple 

artisanal techniques usually related to set and prop building. 

Because the making of costumes does not always have to start from scratch, this 

optional module is no more than a place for both the experimentation of techniques 

and the building of concepts to be individually developed by the students. The student 

will be asked to develop a project based on research (History and Technique) for each 

of the suggested exercises in order to develop an esthetic and formal concept while 

focused on fulfillment. The result may demonstrate items closer to a mannequin and 

props, rather than manufacture74. 

(2018aL, 1) 

The next Optional CU, also based on the S&W Design field of study, is closer to graphic 

rendering: 

Introduction to Design is fully open to students who are willing and eager to 

explore this subject. It is respectful of each student’s skills, suggesting diverse 

exercises according to individual skill and experience, accepting of those who intend 

to either deepen their knowledge of or approach Design for the first time. 

It fundamentally covers Design’s expressive possibilities through the abilities to 

observe and produce graphic rendering75. 

(2018am, 1) 

The following module’s designation, also connected to the S&W Design field of study, 

74 Idem. 
75 Idem. 
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stands for itself: 

The CU encourages students to acquire skills pertaining to products and 

equipment related to Makeup and Special Effects, as well as others of a technical 

nature which will allow to either apply or self-apply makeup in the theatrical context 

of character development76. 

(2018an, 1) 

“Performance Practice” is the second Optional CU whose origins can be found within the 

Acting Option, though from a theoretical point of view: 

This CU focuses on promoting practical observation, reflection, and analysis of 

the work of certain contemporary Portuguese creators and spectacles, establishing with 

them a learning connection, as well as the understanding of work methodologies in the 

Performing Arts77. 

(2018ao, 1) 

“Community Theater” bears the purpose of connecting the artistic community with their 

respective audience as a means of inclusion in the creative process: 

This CU seeks to raise awareness among students toward the connection between 

Theater and community through artistic creation and education while developing in 

them the ability to observe and create theatrical projects with the purpose of achieving 

social interaction. 

It also equips students with the necessary tools and motivation to conceive their 

own project, simultaneously promoting the will to change, innovate, and develop 

creativity in the crossover of the performing arts with communities. 

The CU’s theoretical reference is a deep reflection on contemporary ideas and 

artistic practice, simultaneously developing the construction of an individual 

76 Idem. 
77 Idem. 
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pathway78. 

(2018ap, 1) 

“Studio Project” brings all three Options together simultaneously, regardless of its focus 

on the Production field of study: 

This CU intends to provide students with enough technical skills regarding 

lighting design in order to conceive small-scale artistic objects and short duration in a 

stage context in which lighting plays a moving role. It also seeks to promote teamwork 

dynamics, favoring teams with members from the course’s three Options. All work 

developed is used in the presentation of a final exercise of a performance nature, 

tutored by professors from Prod. Mgmt., Acting, and S&W Design79. 

(2018aq, 1) 

From the Studies field of study (formerly Dramaturgy)80 comes “Theater and Religion”: 

Describe and comment an identifiable set of attributes either relatable or common 

to Theater and Religion. 

Read and comment on biblical texts featured as privileged, intertextual matter of 

argumentation on Theater, Art, and Dramatic Literature81. 

(2018ar, 1) 

Finally, “Extended Vocal Techniques” is an Optional CU made available by one of the 

Acting Option’s core units (“Voice”): 

This unit has the purpose of exploring both the theoretical and practical 

approaches to the voice’s place in contemporary artistic creation. 

78 Idem. 
79 Idem. 
80 Cf. diss. App. D.1.f, «Módulo 1» and «Módulo 3» (EN: Modules 1 and 3). 
81 My translation. 
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[…] 

From a practical point of view, several vocal research exercises will take place, 

including the so-called extended or expansive vocal techniques whose aim is to find a 

place for voice that is not subjected to mainstream vocal expression structures: 

language and music82. 

(2018as, 1) 

82 Idem. 
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1.1.4 Career Prospects 

According to the HSTF-PIL’s own website, the following are the career prospects students 

enrolled in each of the total three Options can look forward to after graduating and obtaining 

their diploma: 

1.1.4.1 Acting 

The Bachelor’s Degree in Theater – Acting Option seeks to train professional 

actresses and actors able to adequately respond to the several challenges of the 

theatrical universe. The course offers a second-to-none instruction with roots in the 

National Conservatoire founded by Almeida Garrett, anchored to one of the most 

ancient European traditions, articulating foundational moments from Western Theater 

History with the most relevant experiences within the contemporary performing arts. 

The HSTF’s Theater Course – Acting Option’s prestige is both domestically and 

internationally renowned for the professional quality of its students and their quick 

insertion in the job market. 

Prospects 

- Actors; 

- Assistant Directors; 

- Cultural Education Instructors83. 

(2019h) 

83 My translation. 
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1.1.4.2 S&W Design 

The Bachelor’s Degree in Theater – S&W Design (Set and Costumes) Option 

promotes both education and research focusing on stage plasticity. 

It encourages lab work, thinking, and creating as cornerstones of the performing 

arts, gifting students with both technical and operational techniques allowing them to 

autonomously develop their projects with their featured means of expression and 

sources of interest. 

It essentially works for and with all Theater and other Performing Arts areas while 

remaining open to Film, Television, and Visual Arts. 

Its curricular units are comprised of Set & Wardrobe Design Projects, Theory, 

Props, Sewing, Lighting, Graphic Rendering Software, Puppeteering and Animation, 

Makeup and Special Effects, etc. 

Prospects 

- Set Designers; 

- Costume Designers; 

- Prop Masters; 

- Cultural Education Instructors84. 

(2019i) 

84 Idem. 



31 

1.1.4.3 Prod. Mgmt. 

The Bachelor’s Degree in Theater – Production Management Option focuses on 

the instruction of new professionals with strong cultural and theatrical skills 

specifically in the technical, lighting and sound, and cultural, administrative and 

executive management of artistic projects. 

Prospects 

- Producers; 

- Cultural Mediators; 

- Assistant Directors; 

- Stage Managers85; 

- Technical Directors; 

- Polyvalent Theater Technicians; 

- Cultural Education Instructors86. 

(2019j) 

Although I argued in subchapter “1.1.3.3 Homogenization and Specificity” that the Prod. 

Mgmt. Option was perhaps anchored on too many one-time only CUs, the truth is the career 

prospects for this Option, as listed above, offer enrolled students a chance at a wider range of 

professional choices as “Polyvalent Theater Technicians”, enabling them to become Assistant 

Directors (which they share with Actors) and Cultural Education Instructors, a career prospect 

common to all Options. Regardless of this designation being somewhat generic as far as the 

tasks each Option teaches its respective students to fulfill are concerned, the introduction of 

Optional CUs is an important new measure promoting skill homogenization and polyvalence. 

85 This designation is valid for “Directores de Palco”, “Directores de Cena”, and “Contra-Regras”. 
86 My translation. 



32 

1.2 Higher School of Arts and Design – Polytechnic Institute of Leiria 

1.2.1 Post-Bologna Implementation (2007-11) 

1.2.1.1 General Structure 

In the 2007/08 term, the Bachelor’s Degree in Theater awarded by the HSAD-PILeiria was 

the subject, under Order #25545-AI/2007, of November 8th87, of legal adjustments imposed by 

the Bologna Process88. 

Unlike the HSTF-PIL, the institution we are looking at in this chapter does not offer a 

choice between Variants or Options; rather, there is a single Common Core Curriculum for all 

students, who must mandatorily acquire 180 ECTS to graduate, 30 of which are granted by 

successfully completing Optional CUs89. 

The fields of study in 2007 were designated: 

a) Theater (Predominant90);

b) Acting and Movement;

c) Music and Voice;

d) Performance Studies;

e) Humanities;

f) Management;

g) Any Other Field of Study91.

In the following table, I will be breaking down what this institution’s Common Core 

Curriculum was comprised of. 

87 Cf. diss. App. D.2.a. 
88 Ibid., Art. 2. 
89 Ibid., App. I, Tab. 1. 
90 Ibid., App. II, Tab. 1. 
91 Ibid. 
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Table 1.10 

Theater Curriculum (2007-11) 

CUs FS 

1st Year 2nd Year 3rd Year 

1st Sem. 
2nd 

Sem. 
1st Sem. 

2nd 

Sem. 
1st Sem. 

2nd 

Sem. 

Acting AM I II - - - - 

Introduction to 

Musical Arts 
MV ∃! - - - - - 

Theater History H I II - - - - 

Dramatic Literature 

Analysis 
PS I II - - - - 

Voice Workshop MV I II III IV - - 

Movement Workshop AM I II III IV - - 

Introduction to the Stage T ∃! - - - - - 

Theatrical Anthropology H ∃! - - - - - 

Stage or Optional I T/AOFS - ∃! - - - - 

Theater Project T - - I II III - 

Musical Arts or Opt. II MV/AOFS - - ∃! - - - 

Contemporary 

Theater Movements 
PS - - I II(a) - - 

Dramaturgy PS - - ∃! - - - 

Directing T - - - ∃! - - 

Opt. III AOFS - - - ∃!(a) - - 

Advanced Dramaturgy 

or Opt. IV 
PS/AOFS - - - ∃! - - 

Adv. Directing or Opt. V T/AOFS - - - - ∃! - 

Portuguese 

Theater History 
H - - - - ∃! - 

Adv. Voice 
Workshop or Opt. VI 

MV/AOFS - - - - ∃! - 

Adv. Movement 

Workshop or Opt. VII 
AM/AOFS - - - - ∃! - 

Marketing and Cultural 

Assets or Opt. VIII 
M/AOFS - - - - ∃! - 

Integrated Project 

or Internship 
T - - - - - ∃! 

Theater Studies PS - - - - - ∃! 
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Key92,93 

(a) The student must choose one of these two CUs. 

AM – Acting and Movement; MV – Music and Voice; H – Humanities; M – Management; 

T – Theater; AOFS – Any Other Field of Study; PS – Performance Studies. 

∃! – One-Time Only; I to IV – CU Modules. 

It is explained in the TOJ how Optional CUs operated immediately after the 

implementation of the Post-Bologna curricular model, highlighting the fact that students could 

choose any Optional CU available from any undergraduate degree awarded by the HSAD-

PILeiria: 

Curricular units listed as optional are based on the premise that the student may 

either choose freely as an option any curricular unit available from any of the HSAD-

PILeiria’s courses, granted the specific rules inherent to their choice are followed, or 

attend the designated course-specific CU. Credits obtained must be a total of 180, 

being that 150 must be attained from the enrolment in the Common Core Curriculum 

and 30 from the attendance of optional curricular units external to the course. 

Generically, optional curricular units must be chosen by students from working 

curricular units pertaining to any operating course awarded by the HSAD-PILeiria, 

made specifically available for such purpose, as long as their enrolment is compatible 

with the attendance of the course’s mandatory curricular units during a given semester. 

Exceptionally, other optional curricular units may be offered based on a Scientific 

Board’s proposal with the purpose of: a) assuring the instruction’s scientific topicality; 

b) maintaining their noteworthy interest common to all courses of the HSAD-PILeiria.

Conditional optional curricular units may be offered based on any working 

curricular unit from any course – within each curriculum’s specific regulations – or 

others yet to be proposed by the Scientific Board and regarded as fundamental for the 

definition or stressing of a predetermined profile within the undergraduate degrees94. 

[2007c, 32,540-(104)] 

92 Ibid., App. II, Tabs. 2-7. 
93 Ibid., App. I, Tab. 1. 
94 My translation. 
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1.2.2 Adjustments (2011-Present) 

1.2.2.1 2011-13 

Four years after the HSAD-PILeiria’s Bachelor’s Degree in Theater was readapted to fit 

the Higher Education regulations common to all European Union Member-States95, the 

institution made a few adjustments under Order #9898/2011, of August 5th96, despite 

maintaining a Common Core Curriculum model. 

The total number of credits required to graduate stayed the same as before (being that 150 

were mandatory and 30 were optional)97, together with the fields of study98, of which Theater 

remained predominant. 

While there are verifiable changes made to the course-specific CU listing, Optional CUs 

kept the same framework99. 

The following table breaks down these modifications. 

95 Cf. diss. App. D.2.b, 2nd par. 
96 Ibid., 1st-3rd pars. 
97 Ibid., App., #6. 
98 Ibid. 
99 Ibid., note (7). 
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Table 1.11 

Theater Curriculum (2011-13) 

CUs FS 

1st Year 2nd Year 3rd Year 

1st Sem. 
2nd 

Sem. 
1st Sem. 

2nd 

Sem. 
1st Sem. 

2nd 

Sem. 

Acting AM I II - - - - 

Introduction to 

Musical Arts 
MV ∃! - - - - - 

Theater History H I II - - - - 

Dramatic Literature 
Analysis 

PS - ∃! - - - - 

Voice Workshop MV I II III IV - - 

Movement Workshop AM I II III IV - - 

Introduction to the Stage T ∃! - - - - - 

Theatrical Anthropology H - ∃! - - - - 

Stage or Optional I T/AOFS - ∃! - - - - 

Theater Project T - - I II III - 

Musical Arts or Opt. II MV/AOFS - - ∃! - - - 

Contemporary 

Theater Movements 
PS - - I II(a) - - 

Dramaturgy PS - - I II(b) - - 

Text Theater Directing 

or Opt. III 
MV/AOFS - - - ∃! - - 

Directing or Opt. IV T/AOFS - - - ∃! - - 

Opt. V T/AOFS - - - ∃!(a) - - 

Portuguese 

Theater History 
H ∃! - - - - - 

Opt. VI AOFS - - - ∃!(b) - - 

Adv. Voice 

Workshop or Opt. VII 
MV/AOFS - - - - ∃! - 

Adv. Movement 

Workshop or Opt. VIII 
AM/AOFS - - - - ∃! - 

Marketing and Cultural 

Assets or Opt. IX 
M/AOFS - - - - ∃! - 

Integrated Project 

or Internship 
T - - - - - ∃! 

Theater Studies PS - - - - ∃! - 

Performance Studies PS - - - - ∃! - 
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Key100,101 

(a) The student must choose one of these two CUs; 

(b) Idem. 

AM – Acting and Movement; MV – Music and Voice; H – Humanities; M – Management; 

T – Theater; AOFS – Any Other Field of Study; PS – Performance Studies. 

∃! – One-Time Only; 

I to IV – CU Modules. 

Key changes made from 2011 onward comprise the moving of most theory-based CUs to 

earlier stages in the course, instead of saving them for the end, except when there is no more 

room in the workload designated for a given semester, which is the case of “Portuguese Theater 

History”, for instance, to be attended in the very first semester of the course (and, therefore, 

placed closer to “Theater History” I and II), or “Theater and Performance Studies” (two 

separate CUs, the latter of which newly introduced), kept for the fifth semester, allowing 

students to focus entirely on their Project or Internship in the sixth and final semester. 

The adoption of such a Common Core Curriculum model broadens the instruction of 

students in Theater and the Performing Arts by including CUs which, based on the HSTF-PIL’s 

curriculum model, would have otherwise been distributed across its Options (safe for the 

introduction of Optional CUs in 2017)102; not just that, students of the HSAD-PILeiria were 

still granted permission to attend any undergraduate CU, as long as it was compatible with the 

designated regulations103. 

100 Ibid., App., #7, Tabs. 1-6. 
101 Ibid., App., #6. 
102 Cf. diss. subchap. “1.1.3.4. Introduction of Optional CUs”, p. 23. 
103 Vide note 99. 
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1.2.2.2 2013-18 

Under Order #8546/2013, of July 1st104, a second round of adjustments was approved by 

the President of the Polytechnic Institute of Leiria regarding the HSAD’s Bachelor’s Degree in 

Theater105 following accreditation by the HE3A, to be first applied through the school year of 

2012/13. 

Credit distribution remained the same (150 mandatory, 30 optional)106, as well as the CUs’ 

fields of study107. The Optional CU system practiced from the very beginning of the course 

under the Bologna legal framework was also kept intact108. 

Key modifications include the introduction of new course-based CUs, together with the 

ability for students to put together their own project across the sixth and final semester, 

nevertheless supervised by a tutor109. 

Other small changes were made regarding CU designations, their respective teaching 

moment in the course (implying a back-and-forth motion), and the number of modules to 

attend. 

Finally, a broadening of horizons toward the acting part of the TV (or Film) industry, as 

opposed to the HSTF-PIL’s Television Environment, far better tailored for Designers than 

Actors110, can be seen toward the end of the course, along with two Prod. Mgmt. and S&W 

Design-directed CUs, as demonstrated in the following table. 

104 Cf. diss. App. D.2.c, Arts. 1-2. 
105 Ibid. 
106 Ibid., App., #6. 
107 Ibid. 
108 Ibid., #7, Tab. 6, note (3). 
109 Ibid., note a). 
110 Vide note 102. 
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Table 1.12 

Theater Curriculum (2013-18) 

CUs FS 

1st Year 2nd Year 3rd Year 

1st Sem. 
2nd 

Sem. 
1st Sem. 

2nd 

Sem. 
1st Sem. 

2nd 

Sem. 

Acting AM I II - - - - 

Music Workshop MV I II III(a) - - - 

Theater History H I II - - - - 

Dramatic Literature 

Analysis 
PS ∃! - - - - - 

Voice Workshop MV I II III IV - - 

Movement Workshop AM I II III IV - - 

Set Design T ∃! - - - - - 

Spectacle Analysis H - ∃! - - - - 

Theater Management 

and Production or Opt. I 
M/AOFS - ∃! - - - - 

Theater Project T - - I II III - 

Theater Lighting and 

Sound Design or Opt. II 
T/AOFS - ∃! - - - - 

Contemporary 

Theater and Performance 
PS - - - I II(c) - 

Dramaturgy PS - - I II(b) - - 

Opt. III AOFS - - ∃!(a) - - - 

Text Theater Directing 
or Opt. IV 

MV/AOFS - - - ∃! - - 

Directing or Opt. V T/AOFS - - - ∃! - - 

Portuguese 

Theater History 
H - - ∃! - - - 

Opt. VI AOFS - - - ∃!(b) - - 

Adv. Movement 

Workshop or Opt. VII 
AM/AOFS - - - - ∃! - 

Adv. Voice 

Workshop or Opt. VIII 
MV/AOFS - - - - ∃! - 

Opt. IX AOFS - - - - ∃!(c) - 

Autonomous Project 

or Internship 
T - - - - - ∃! 

Theater Studies PS - - - - ∃! - 

TV & Film Acting PS - - - - ∃! - 
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Key111,112 

(a) The student must choose one of these two CUs; 

(b) Idem; 

(c) Idem. 

AM – Acting and Movement; MV – Music and Voice; H – Humanities; M – Management; 

T – Theater; AOFS – Any Other Field of Study; PS – Performance Studies. 

∃! – One-Time Only; 

I to IV – CU Modules. 

111 Ibid., App., #7, Tabs. 1-6. 
112 Ibid., App., #6. 
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1.2.2.3 2018-Present 

The latest changes to the HSAD’s Bachelor’s Degree in Theater, enacted into law by the 

President of the Polytechnic Institute of Leiria under Order #7238/2018, of July 30th113, are 

none but the ability to choose between Theater Lighting and Sound Design or Optional I114 and 

Theater Management and Production or Optional II115, the exact opposite of what is stated in 

Table 1.12. 

Apart from the introduction of a slightly wider range of CUs from several fields of study, 

therefore increasing this course’s students’ polyvalence in the theatrical job market, all three 

modifications approved for this degree in a mere seven years (2011-18) are mostly based on 

instability regarding the instruction moments in time of certain CUs, their designations, and 

their number of modules, for which reason there is no need to produce a table demonstrating 

the two minor changes mentioned above in this subchapter’s first paragraph. 

113 Cf. diss. App. D.2.d. 
114 Ibid., App., #11, Tab. 2. 
115 Ibid. 
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1.2.3 Career Prospects 

From the HSAD-PILeiria’s website, we can assert, first of all, these are the programmed 

objectives to fulfill when enrolled in the Bachelor’s Degree in Theater: 

Training obtained from the HSAD-PILeiria’s Theater Course seeks to put students 

in contact with the several frameworks available in the theatrical universe. The course 

is set for the training of actors, also offering a broadened instruction that is adequate 

for students who might also wish to perform other jobs in Theater. 

There is a clear progression in the Theater course toward the application of skills 

acquired. During the second and third years, classes stage spectacles. During the 

course’s last semester, students can choose between an internship or the development 

of an autonomous project. 

The course aims at the students’ ability to flourish their creativity based on a solid 

cornerstone of skills and capabilities. The proximity to other artistic fields of study 

(painting, sculpture, sound, imagery, and design) is second-to-none in this School. 

Faculty members are comprised of currently working artists (actors, directors, 

playwrights, dancers/choreographers) and academics116. 

(2019a) 

Concerning career prospects directly, this is the HSAD-PILeiria’s statement: 

The available career paths include acting, performing, playwriting, researching, 

reviewing, rehearsing or teaching theater studies, theater event production, and 

performing arts programming and technical production117. 

(2019a) 

116 My translation. 
117 Idem. 
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1.3 Higher School of Music and Performing Arts – Polytechnic Institute of Porto 

1.3.1 Post-Bologna Implementation (2007-11) 

1.3.1.1 General Structure 

The Bachelor’s Degree in Theater awarded by the HSMPA-PIP is perhaps the closest to 

the one taught at the HSTF-PIL, especially as far as its course plan is concerned, for it is divided 

into two Variants, one of which, in turn, is subdivided into four Options to choose from, 

rendering this School’s instruction a great deal more specific than the former National 

Conservatoire itself. 

By Order #25131-D/2007, of October 31st118, under the provisions of Law-Decree 

#74/2006, of March 24th119, modified by Law-Decree #107/2008, of June 25th120, the two-

stage Theater Course (Baccalaureate and Bachelor’s121) of the HSMPA-PIP was adjusted to fit 

the new European Union Higher Education legal framework, now built to achieve 180 credits 

over three years (or six semesters, beginning in the school year of 2007/08) and organized as 

seen below: 

Variants122 

a) Acting;

b) Production & Design.

Options123 

1) Stage Management;

2) Set Design;

3) Costume Design;

4) Lighting & Sound.

118 Cf. diss. App. D.3.a. 
119 Ibid., 1st par. 
120 Cf. diss. App. D.3.b., 5th par. 
121 Vide note 118, #2. 
122 Ibid., App. 
123 Ibid. 
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Four years later, under Order #12776/2011, of September 23rd124, the Polytechnic Institute 

of Porto officially published to TOJ the changes made after the Theater Course’s adjustments 

under the provisions set by the Bologna Process, defining 167.5 credits as mandatory and 12.5 

as optional125, setting Artistic Theatre Practice as the predominant field of study for the Acting 

Variant126. In detail, the following are the fields of study this Variant comprises127: 

i) Artistic Theatre Practice;

ii) Theater Studies;

iii) Sociocultural Studies;

iv) Technology.

Optional CUs were not attributed a field of study of their own, a fact that is justified in #10 

– Remarks128:

Curricular units designated in the curriculum as optional are chosen by students 

according to the offer made available by the several fields of study comprised in the 

school’s curricula129,130. 

(2011b) 

Let us break down, over the following pages and with the visual aid of tables, the 

curriculum for each Variant and Option. 

124 Cf. diss. App. D.3.b. 
125 Ibid., Estrutura Curricular (EN: Curricular Structure), #9. 
126 Ibid., #5. 
127 Vide note 125. 
128 PT: 10 – Observações. 
129 My translation. 
130 A point shared with the HSAD-PILeiria. 
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1.3.1.2 Variants 

1.3.1.2.1 Acting 

Table 1.13 

Acting Variant Curriculum (2007-17) 

CUs FS 1st Year 2nd Year 3rd Year 

Introduction to 

Theater Studies 
TS ∃! - - 

Contemporary 

Art & Culture 
SCS ∃! - - 

Information Technology 

(IT) 
T ∃! - - 

Introduction to Acting ATP ∃! - - 

Theater Workshop ATP ∃! - - 

Seminars - I (TS) II* III* IV* V* VI* 

Theater History 

19th to 21st Centuries 
TS ∃! - - 

Portuguese Drama 

Repertoire 
TS ∃! - - 

Voice and Music ATP I II III IV V 

Movement ATP I II III IV V 

Acting and Project ATP I II III IV V 

Production ATP I II III IV V 

Opt. - I* II* III* IV* V* 

Theater History Rite – 

Classical Antiquity 
TS - ∃! - 

Dramaturgy Analysis TS - ∃! - 

Theater History 

Mid. Ages – Renaissance 
TS - ∃! - 

Western Drama 

Repertoire 
TS - I II 

Theater History 

17th to 18th Centuries 
TS - - ∃! 

Art History SCS - - ∃! 

Theater Theory 

and Esthetic 
TS - - ∃! 
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Key131,132 

* Field of Study to be determined133.

TS – Theater Studies; SCS – Sociocultural Studies; T – Technology; ATP – Artistic Theater 

Practice. 

∃! – One-Time Only; 

I to VI – CU Modules. 

For 10 years, the HSMPA-PIP focused on delivering a homogeneous Bachelor’s Degree 

in Theater within the Acting Variant by offering not only CUs common to both the HSTF-

PIL’s Acting Option and the HSAD-PILeiria’s optionless degree (such as “Acting”, “Voice”, 

or “Movement”), but also computer literacy through “IT”, five modules of “Production” from 

beginning to end, and “Seminars”. Dramaturgy CUs are abundant as well, regardless of the 

“Theater History” modules being delivered out of order, beginning first with 19th to 21st 

Centuries, only moving to the craft’s Grecian origins later, during the second year. 

Still, and while Acting-specific, this Variant had plenty of skills to confer upon students 

in several areas of the theatrical universe, except for other CUs which could have been Set 

Design-related, much to the likes of the HSAD-PILeiria’s curriculum, which began to comprise 

this field of study only in its latest reformulation; nevertheless, it must be acknowledged both 

the HSAD-PILeiria and the HSMPA-PIP allow students to choose any CU they desire within 

each school’s universe134 on several occasions across all six semesters, something that remains 

impossible at the HSTF-PIL, despite the existence of a Film Department, which cooperates 

with its Theater counterpart only at the very last moment of the degree, just before graduation. 

131 Cf. diss. App. D.3.b., «Acting Variant», Tabs. 1-3. 
132 Ibid., #9. 
133 Vide note 131. 
134 Vide note 130. 
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1.3.1.2.2 Production & Design 

1.3.1.2.2.1 Options 

1.3.1.2.2.1.1 Set Design 

Table 1.14 

Production & Design Variant 

Set Design Option Curriculum (2007-17) 

CUs FS 1st Year 2nd Year 3rd Year 

Introduction to 

Theater Studies 
TS ∃! - - 

Contemporary 

Art & Culture 
SCS ∃! - - 

Information Technology 

(IT) 
T ∃! - - 

Introduction 

to Set Design 
TS ∃! - - 

Introduction 

to Costume Design 
TS ∃! - - 

Design ATP I II III - 

Props ATP I - II 

Theater Workshop ATP ∃! - - 

Seminars - I* II* III* IV* V* VI* 

Theater History 
19th to 21st Centuries 

TS ∃! - - 

Portuguese Drama 

Repertoire 
TS ∃! - - 

Set Design History SCS ∃! - - 

Research Methodology SCS ∃! - - 

Project and Design ATP I II III 

Set Design Workshop ATP I II III IV V 

Safety at Work T ∃! - - 

Production ATP I II III IV V 

Opt. - I* II* III* IV* V* 
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CUs FS 1st Year 2nd Year 3rd Year 

Theater History 

Rite – Classical 

Antiquity 

TS - ∃! - 

Dramaturgy Analysis TS - ∃! - 

Set Design ATP - I II 

Stage Machinery T - ∃! - 

Theater History 

Mid. Ages – Renaissance 
TS - ∃! - 

Western Drama 

Repertoire 
TS - I II 

Computer-Assisted 

Design 
ATP - ∃! - 

Color Theory & Practice ATP - ∃! - 

Theater History 

17th to 18th Centuries 
TS - - ∃! 

Art History SCS - - ∃! 

Photography T - - ∃! 

Theater Theory 

and Esthetic 
TS - - ∃! 

Project Design ATP - - ∃! 

TV & Film T - - ∃! 

Key135,136 

* Field of Study to be determined137.

TS – Theater Studies; SCS – Sociocultural Studies; T – Technology; ATP – Artistic Theater 

Practice. 

∃! – One-Time Only; 

I to VI – CU Modules. 

135 Cf. diss. App. D.3.b., Production & Design Variant – Set Design Option, Tabs. 1-3. 
136 Ibid., #9. 
137 Vide note 135. 
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1.3.1.2.2.1.2 Stage Mgmt. & Prod. 

Table 1.15 

Production & Design Variant 

Stage Mgmt. & Prod. Option Curriculum (2007-17) 

CUs FS 1st Year 2nd Year 3rd Year 

Introduction to 

Theater Studies 
TS ∃! - - 

Contemporary 

Art & Culture 
SCS ∃! - - 

Information Technology 

(IT) 
T ∃! - - 

Introduction to Stage 

Mgmt. & Theater Prod. 
TS ∃! - - 

Introduction to 

Lighting & Sound 

Design 

TS ∃! - - 

Theater Workshop ATP ∃! - - 

Seminars - I* II* III* IV* V* VI* 

Theater History 

19th to 21st Centuries 
TS ∃! - - 

Portuguese Drama 

Repertoire 
TS ∃! - - 

Project and Design ATP I II III 

Advanced IT T ∃! - - 

Stage Mgmt. Techniques ATP I II III - 

Costume History SCS ∃! - - 

Set Design History SCS ∃! - - 

Safety at Work T ∃! - - 

Production ATP I II III IV V 

Opt. - I* II* III* IV* V* 

Theater History 
Rite – Classical 

Antiquity 

TS - ∃! - 

Dramaturgy Analysis TS - ∃! - 

Means of 

Theater Production 
ATP - ∃! - 
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CUs FS 1st Year 2nd Year 3rd Year 

Theater History 

Mid. Ages – Renaissance 
TS - ∃! - 

Project Planning 

and Management 
ATP - ∃! - 

Stage Mgmt. Workshop ATP - I II - 

Stage Machinery T - ∃! - 

Western 

Drama Repertoire 
TS - I II 

Computer-Assisted 

Design 
T - ∃! - 

Human & Material 

Resources Mgmt. 
SCS - ∃! - 

Theater History 

17th to 18th Centuries 
TS - - ∃! 

Art History SCS - - ∃! 

Introduction 
to Accounting 

SCS - - ∃! 

Introduction to 

Marketing, PR & Adv.(a) SCS - - ∃! 

Performing Arts 

Legislation 
SCS - - ∃! 

Assistant Directing ATP - - I II 

Stage Management ATP - - ∃! 

Music and 

Musical Repertoire 
MS - - ∃! 

Stage Mgmt. & Prod. 

Workshop 
ATP - - I II 

Theater Theory 

and Esthetic 
TS - - ∃! 

Accounting SCS - - ∃! 

Production and Diffusion ATP - - ∃! 

Project Design ATP - - ∃! 

Key138,139 

* Field of Study to be determined140; (a) Public Relations and Advertising.

TS – Theater Studies; SCS – Sociocultural Studies; T – Technology; ATP – Artistic Theater 

Practice; MS – Musical Studies. 

∃! – One-Time Only; I to VI – CU Modules. 

138 Cf. diss. App. D.3.b., Production & Design Variant – Stage Mgmt. & Prod. Option, Tabs. 1-3. 
139 Ibid., #9. 
140 Vide note 138. 
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1.3.1.2.2.1.3 Costume Design 

Table 1.16 

Production & Design Variant 

Costume Design Option Curriculum (2007-17) 

CUs FS 1st Year 2nd Year 3rd Year 

Introduction to 

Theater Studies 
TS ∃! - - 

Contemporary 

Art & Culture 
SCS ∃! - - 

Information Technology 

(IT) 
T ∃! - - 

Introduction 

to Set Design 
TS ∃! - - 

Introduction 

to Costume Design 
TS ∃! - - 

Design ATP I II - - 

Props ATP I - II 

Theater Workshop ATP ∃! - - 

Seminars - I* II* III* IV* V* VI* 

Theater History 

19th to 21st Centuries 
TS ∃! - - 

Portuguese Drama 

Repertoire 
TS ∃! - - 

Costume Drawing ATP I II - 

Project and Design ATP I II III 

Costume History SCS I II III - 

Costume Workshop ATP I II III IV V 

Safety at Work ATP ∃! - - 

Production ATP I II III IV V 

Opt. - I* II* III* IV* V* 

Theater History 
Rite – Classical 

Antiquity 

TS - ∃! - 

Dramaturgy Analysis TS - ∃! - 
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CUs FS 1st Year 2nd Year 3rd Year 

Costume Design ATP - I II 

Theater History 

Mid. Ages – Renaissance 
TS - ∃! - 

Western 

Drama Repertoire 
TS - I II 

Theater Costume TS - I II 

Theater History 

17th to 18th Centuries 
TS - - ∃! 

Art History SCS - - ∃! 

Theater Theory 

and Esthetic 
TS - - ∃! 

Wardrobe Props ATP - - ∃! 

Theater Costume 
Techniques 

ATP - - ∃! 

Key141,142 

* Field of Study to be determined143.

TS – Theater Studies; SCS – Sociocultural Studies; T – Technology; ATP – Artistic Theater 

Practice. 

∃! – One-Time Only; 

I to VI – CU Modules. 

141 Cf. diss. App. D.3.b., Production & Design Variant – Costume Design Option, Tabs. 1-3. 
142 Ibid., #9. 
143 Vide note 141. 
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1.3.1.2.2.1.4 Lighting & Sound Design 

Table 1.17 

Production & Design Variant 

Lighting & Sound Design Option Curriculum (2007-17) 

CUs FS 1st Year 2nd Year 3rd Year 

Introduction to 

Theater Studies 
TS ∃! - - 

Contemporary 

Art & Culture 
SCS ∃! - - 

Information Technology 

(IT) 
T ∃! - - 

Intro. to Lighting & 

Sound Design 

Techniques 

TS ∃! - - 

Basic Physics T ∃! - - 

Theater Workshop ATP ∃! - - 

Seminars - I* II* III* IV* V* VI* 

Theater History 

19th to 21st Centuries 
TS ∃! - - 

Portuguese Drama 

Repertoire 
TS ∃! - - 

Project and Design ATP I II III 

Stage Sound ATP ∃! - - 

Stage Lighting ATP ∃! - - 

Applied Physics T ∃! - - 

Safety at Work ATP ∃! - - 

Production ATP I II III IV V 

Opt. - I* II* III* IV* V* 

Theater History 

Rite – Classical 
Antiquity 

TS - ∃! - 

Dramaturgy Analysis TS - ∃! - 

Lighting Design ATP - I II III 

Sound Design ATP - I II III 
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CUs FS 1st Year 2nd Year 3rd Year 

Applied IT – Lighting ATP - ∃! - 

Applied IT – Sound ATP - ∃! - 

Sound Technology ATP - I II - 

Lighting Technology ATP - I II - 

Stage Machinery ATP - ∃! - 

Theater History 

Mid. Ages – Renaissance 
TS - ∃! - 

Western 

Drama Repertoire 
TS - I II 

Computer-Assisted 

Design 
ATP - ∃! - 

Theater History 
17th to 18th Centuries 

TS - - ∃! 

Art History SCS - - ∃! 

Automated Digital 

Systems – Lighting 
ATP - - ∃! 

Automated Digital 

Systems – Sound 
ATP - - ∃! 

Workshop Practice – 

Lighting 
ATP - - I II 

Workshop Practice – 

Sound 
ATP - - I II 

Music and Musical 

Repertoire 
MS - - ∃! 

Theater Theory 

and Esthetic 
TS - - ∃! 

Project & Research SCS - - ∃! 

Ethics & Deontology TS - - ∃! 

Digital Imagery ATP - - ∃! 

Professional Code ATP - - ∃! 

Key144,145 

* Field of Study to be determined146.

TS – Theater Studies; SCS – Sociocultural Studies; T – Technology; ATP – Artistic Theater 

Practice; MS – Musical Studies. 

∃! – One-Time Only; I to VI – CU Modules. 

144 Cf. diss. App. D.3.b., Production & Design Variant – Lighting & Sound Design Option, Tabs. 1-3. 
145 Ibid., #9. 
146 Vide note 144. 
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Out of the four Options subordinate to the HSMPA-PIP’s Bachelor’s Degree in Theater’s 

Production & Design Variant, Lighting & Sound Design is by far the most demanding and 

technical regarding its curriculum, not only comprising theory-based Common Core 

Curriculum CUs (namely “Introduction to Theater Studies”, “Contemporary Art and Culture”, 

“Information Technology”, “Theater History”, “Portuguese Drama Repertoire”, “Dramaturgy 

Analysis”, “Western Drama Repertoire”, “Art History”, and “Theater Theory and Esthetic”), 

but also other relevant Option-specific CUs such as “Ethics & Deontology” and “Professional 

Code”, which could also be applicable to other Options within the Production & Design 

Variant, as well as the Acting Variant. 

Also common to all Production & Design Variant Options is the “Work Safety” CU; given 

that the Acting Variant curriculum is much lighter than the other Theater course Variant and 

its Options regarding the total number of CUs designated as Variant-specific, perhaps Actors 

could also learn about safety at the workplace, for, even though they might not be directly 

responsible for handling stage machinery and equipment, serious accidents or injuries can be 

prevented by teaching them a few skills related to safety. Then again, and with several seminar 

and optional modules to choose from across six semesters, it is up to each student to decide 

whether to attend a unit of this nature. 



56 

1.3.2 Reform (2017-Present) 

Under Order #3664/2017, of April 28th147, the HSMPA-PIP’s Bachelor’s Degree in 

Theater was reorganized from two Variants (Acting and Production & Design) and four 

Options (pertaining to the latter Variant) to a total six Variants, as the Production & Design 

Variant Options became Variants of their own, thus becoming independent of and 

extinguishing Production & Design from the Theater degree curricula148. 

Because the changes implemented are minor, presenting new tables in this chapter would 

be redundant. May I simply highlight that all fields of study have been preserved (apart from 

Technology, in the Acting Variant149) and that all Optional CUs are now branded in this section 

of the order published to the TOJ as “All”150, meaning students are still allowed to choose from 

the institution’s undergraduate curricula, regardless of the course being Theater or any other 

awarded by the school151. 

Also, both mandatory and optional credits have been readjusted to be the same for all five 

Variants, set to 175.5 and 4.5 (180 total), respectively152. 

Other modifications worth noting are the extinction of “Information Technology” from all 

Variants and the reduction of six “Seminar” modules to just one in the 1st Semester of the 1st 

Year153. As for “Theater History”, instead of associating the contents of a given module to the 

CU designation like before, it is the module Roman numerals that are now listed in the official 

curricula. 

Another aspect shared by all Variants, as opposed to the HSTF-PIL and the HSAD-

PILeiria’s Bachelor’s Degrees in Theater, is the failure to offer students a “Curricular 

Internship”, which would put them closer to both seasoned professionals and the reality of the 

job at a cultural institution, no matter the skills retrieved from whichever Variant, something 

the first institution mentioned above also lacked prior to the latest reform154. 

147 Cf. diss. App. D.3.c. 
148 Ibid., App., #9, Tabs. 1-5. 
149 Ibid., Tab. 1. 
150 Vide note 148. 
151 Ibid. 
152 Vide note 148. 
153 Ibid., #11, Tabs. 6-20. 
154 HSTF-PIL, 2018g. 
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1.3.3 Career Prospects 

According to the HSMPA-PIP’s website, each Bachelor’s Degree in Theater Variant has 

its own objectives, also listing the possible career paths students are expected to follow once 

they graduate and enter the job market155. 

Let us analyze them one by one in the following pages. 

1.3.3.1 Acting Variant 

These are the objectives of the Acting Variant instruction: 

Acting encourages the development of diversified acting, voice, and movement 

skills as resources for character building and improvisation techniques. By developing 

their qualifications in consonance with the remaining Theater fields of study and the 

best instructors, students acquire a broad knowledge of the foundations of Theater 

Arts, from history to dramaturgy and vocal techniques to improvisation, consolidated 

in several opportunities to engage in a theatrical stage experience. 

By combining theory with artistic experience, theater practice is fulfilled in the 

staging of spectacles each semester by guest directors. 

Acting educates prospective actors from both a technical and artistic point of view. 

Specifically planned for theater acting, this variant’s curriculum enables further 

connections to other fields to the like of television, film, advertising, and dubbing156. 

(HSMPA-PIP, 2019a) 

Specifically regarding career paths, this is the school’s forecast for this Variant: 

Several professional environments specializing in both classical and 

contemporary Theater (street entertainment, film, television, advertising, 

puppeteering, and other assorted projects of a polyvalent nature). 

Actor, director, assistant director, acting coach, cultural education instructor, 

155 HSMPA-PIP, 2019a-e. 
156 My translation. 
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announcer, instructor157. 

(2019a) 

So far, this is the only school admitting the possibility that an acting-directed curriculum 

may also be applied to full-time directing, instead of merely assisting158. The lack of a Master’s 

Degree specializing in Directing, unlike the HSTF-PIL159, is perhaps the most logical argument 

justifying the HSMPA-PIP’s choice to include a directing career path in an undergraduate 

degree. Even though the HSAD-PILeiria does not award a Master’s in Directing either160, it 

does offer CUs within that field of study precisely161. 

1.3.3.2 Set Design Variant 

Our degrees equip students with assorted, technical, and creative professional 

skills in every specialization, to be used both in Theater and other performing arts. By 

developing their studies in consonance with the Acting Variant and the best instructors, 

students acquire a wide range of knowledge on Theater Art fundamentals, from history 

to dramaturgy, art, drawing, design, and workshop application. 

By combining theory with artistic experience, theater practice is fulfilled in the 

staging of spectacles each semester by guest directors. 

Set Design aims at both conceiving and materializing stage concepts and devices 

directed at the performing arts’ several areas. While focused on theater, the curriculum 

enables a connection to film, television, opera, and dancing. 

The Set Designer conceives, designs, coordinates set construction while building 

on their own, projects and delivers demos, projects and builds props. They coordinate 

the public presentation space, together with the available technical, material, and 

financial means162. 

(2019b) 

157 Idem. 
158 Cf. diss. subchaps. 1.1.4 and 1.2.3. 
159 HSMPA-PIP, 2019f. 
160 Ibid., HSAD-PILeiria, 2019b. 
161 Cf. diss. Tabs. 1.10-12. 
162 My translation. 
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With each Variant relying on each other to complement their respective curriculum, these 

are the career prospects for Designers: 

Set Designer, Assistant Set Designer, Prop Master, Window Dresser, Exhibit Set 

Designer. 

(2019b) 

Despite Variant interaction and interdisciplinarity, as noted in the objectives for both, the 

career paths for Set Design are far more limited – not to mention too specific, ruling out other 

job options covered by “Theater Art fundamentals, from history to dramaturgy, art, drawing, 

design, and workshop application163”. 

1.3.3.3 Stage Mgmt. & Prod. Variant 

Our degrees equip students with assorted, technical, and creative professional 

skills in every specialization, to be used both in Theater and other performing arts. By 

developing their studies in consonance with the Acting Variant and the best instructors, 

students acquire a wide range of knowledge on Theater Art fundamentals, from history 

to dramaturgy, art, drawing, design, and workshop application. 

By combining theory with artistic experience, theater practice is fulfilled in the 

staging of spectacles each semester by guest directors. 

Stage Management and Production cooperates with the remaining areas in order 

to achieve a whole, focusing on the organization of the theatrical collective and the 

planning of spectacle-building. Specifically aiming at theater, the curriculum enables 

a connection via diverse cultural and educational projects to television, opera, and 

dancing. The Stage Manager coordinates tasks related to construction, assembling, and 

functionality of the spectacle preparation and presentation venue, while making sure 

artistic and technical directives are followed by the creators. The Producer is the person 

responsible for reassuring the viability of a spectacle or a proponent of cultural and 

artistic activities164. 

(2019c) 

163 Cf. diss. subchap. 1.3.3.2, 1st par., p. 58. 
164 My translation. 
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As for the career prospects of a student enrolled in this Variant, those are listed below: 

Production, stage managing, event planning, cultural management, artistic and 

cultural activities promoting165. 

(2019c) 

1.3.3.4 Costume Design Variant 

Our degrees equip students with assorted, technical, and creative professional 

skills in every specialization, to be used both in Theater and other performing arts. By 

developing their studies in consonance with the Acting Variant and the best 

instructors, students acquire a wide range of knowledge on Theater Art fundamentals, 

from history to dramaturgy, art, drawing, design, and workshop application. 

By combining theory with artistic experience, theater practice is fulfilled in the 

staging of spectacles each semester by guest directors. 

Costumes embody outfits directed at the several areas of the performing arts. 

Specifically aiming at theater, the curriculum enables a multidisciplinary connection 

to fields such as film, television, opera, and dancing. 

The Costume Designer creates costumes and materializes items of apparel 

through modeling and sewing. They conceive and execute wardrobe props and 

accessories. They coordinate the entire spectacle’s wardrobe, together with the 

available technical, material, and financial means. They assure the safekeeping and 

organization of a wardrobe and a spectacle’s costumes; they tour [with the spectacle’s 

other teams]166. 

(2019d) 

This Variant’s students are expected to work as: 

Costume Designers, Wardrobe and Dressing Room Assistants, Wardrobe-

165 Idem. 
166 Idem. 
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Keepers, Producers of Theatrical Garments167. 

(2019d) 

1.3.3.5 Lighting & Sound Design Variant 

Our degrees equip students with assorted, technical, and creative professional 

skills in every specialization, to be used both in Theater and other performing arts. By 

developing their studies in consonance with the Acting Variant and the best instructors, 

students acquire a wide range of knowledge on Theater Art fundamentals, from history 

to dramaturgy, art, drawing, design, and workshop application. 

By combining theory with artistic experience, theater practice is fulfilled in the 

staging of spectacles each semester by guest directors. 

The Lighting and Sound subjects head the fulfillment of eponymous concepts 

directed at several performing arts. Specifically aiming at theater, the curriculum 

enables a connection to other assorted performing arts to the like of music, opera, and 

dancing. 

The Lighting Designer ensures both the artistic and technical quality of lighting 

for a spectacle or event. They conceive the lighting design and choose the appropriate 

equipment. They direct lighting assembly and operation during a spectacle. 

The Sound Designer ensures both the artistic and technical quality of sound for a 

spectacle or event. They conceive the sound design and choose the appropriate 

equipment. They direct equipment assembly and operation during a spectacle168. 

(2019e) 

The choice of a career prospect for the Variant (formerly an Option) with the most enriched 

curriculum, regardless of being course-specific, is expected to offer a wider range of skills 

applicable to multiple alternatives, as seen below: 

Lighting Design, lighting systems programming, robotic and digital lighting. 

167 Idem. 
168 Idem. 
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Sound Design, sound system design, audio systems: installation and calibration of 

analogical and digital systems, capture and recording169. 

(2019e) 

169 Idem. 
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1.4 School of Arts – University of Évora 

1.4.1 Post-Bologna Implementation (2013-19) 

1.4.1.1 General Structure 

The Bachelor’s Degree in Theater awarded by the SA-UE was created under Order 

#11975/2012, of September 10th170, and started operating in the 2013/14 term. 

Like every undergraduate degree, the course is comprised of three academic years (or six 

semesters)171, and there are 180 credits to acquire in order to complete it172 (being that 150 are 

mandatory and 30 are optional173). 

The predominant field of study for this course when it first became available at the 

institution in question was Acting Arts174, accompanied by Theater Studies, Stage Arts, 

Educational Theater and Community, and Other Fields175 (the latter applicable only to Free-

Choice Optional CUs176). 

Without any Variants or Options to choose from177, this course’s curriculum is broader as 

far as obtaining a wider range of skills is concerned, thus allowing students to engage in diverse 

career paths178, which we will soon be looking at in detail. Right now, let us break down said 

curriculum through the visual aid of the following table: 

170 Cf. diss. App. D.4.a., 1st par. 
171 Ibid., #7. 
172 Ibid., #6. 
173 Ibid., #9, Tab. 1 and #10, points a) and b). 
174 Ibid., #5. 
175 Idem. 
176 Idem. 
177 Ibid., #8. 
178 SA-UE, 2019b. 



64 

Table 1.18 

Theater Curriculum (2012-19) 

CUs FS 

1st Year 2nd Year 3rd Year 

1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 

Theater History TS I II - - - - 

Text and Stage 

Dramaturgy 
TS ∃! - - - - - 

Movement AA I II - - - - 

Voice AA I II - - - - 

Creativity & Expression ETC ∃! - - - - - 

Improvisation AA ∃! - - - - - 

Drama Practice TS - ∃! - - - - 

Theater Workshop AA - I II - - - 

Portuguese Theater 

History 
TS - - ∃! - - - 

Portuguese Drama TS - - ∃! - - - 

Movement & 

Composition 
AA - - ∃! - - - 

Voice Lab AA - - ∃! - - - 

Optional OF - - I* II* - - 

Free-Choice Opt. OF - - I II III IV 

Theater Esthetic TS - - - ∃! - - 

Theater & Environments ETC - - - ∃! - - 

Stage Techniques SA - - - ∃! - - 

Portuguese Drama Project AA - - - ∃! - - 

Contemporary Spectacle 
Movements 

TS - - - - ∃! - 

Set Design SA - - - - ∃! - 

Research Seminar TS - - - - ∃! - 

Experimental 

Theater Project 
SA - - - - ∃! - 
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CUs FS 

1st Year 2nd Year 3rd Year 

1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 

Acting Theory TS - - - - - ∃! 

Socio-Professional 

Quadrants for the Actor 
TS - - - - - ∃! 

Theater Projects SA - - - - - ∃! 

Key179,180

TS – Theater Studies; AA – Acting Arts; ETC – Educational Theater and Community; OF – 

Other Fields; SA – Stage Arts. 

∃! – One-Time Only; 

I to IV – CU Modules. 

* To be chosen from the Optional CUs table181, as seen below:

Table 1.19 

Optional CUs (2012-19) 

Options Field of Study 

Camera Acting Acting Arts 

Lighting Design Stage Arts 

Movement Expression Educational Theater and Community 

Dramatic Expression 

& Socio-Educational Environments 
Educational Theater and Community 

Costume Design Stage Arts 

Theater Iconography and Documentation Theater Studies 

Introduction to the Circus Arts Stage Arts 

179 Cf. diss. App. D.4.a, #9, Tab. 1. 
180 Ibid., #11, Tabs. 2-7. 
181 Ibid., Tab. 8. 
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Options Field of Study 

Introduction to Dramatherapy Educational Theater and Community 

Introduction to Puppet Theater Theater Studies 

Acting Coach Practice Stage Arts 

Educational Theater and Community Educational Theater and Community 

Theater Anthropology Topics Theater Studies 

Movement Training Acting Arts 

Vocal Training Acting Arts 
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1.4.2 Adjustments (Present) 

As with the HSMPA-PIP’s Bachelor’s Degree in Theater’s reform of 2017182, the changes 

made to the course’s curriculum are minor and, therefore, do not justify the design of another 

table – so much so that these modifications were not published to TOJ as an Order, but rather 

a short Notice – #5414/2019, of March 28th183. 

Starting in the school year of 2019/20, all course-based CUs now belong to one generic 

field of study alone, Theater184, together with all Optional CUs185. It is stated, nevertheless, the 

predominant field of study for this degree is Performing Arts186, even though no such field is 

ever seen in the adjusted curriculum187 (because it is not a field of study, but rather a field of 

education and instruction188 listed under the provisions of the CELE189). Free-Choice Optional 

CUs, on the other hand, have not been attributed a field of study or even designated, for that 

matter, just as before190. Nowhere in TOJ’s Notice191 or the school’s website192 is the choosing 

process of Free-Choice Optional CUs explained. 

182 Cf. diss. subchap. 1.3.2. 
183 Cf. diss. App. D.4.b. 
184 Ibid., App., #9, Tab. 1. 
185 Ibid., #11, Tab. 3. 
186 Ibid., #5. 
187 Ibid., #11, Tabs. 2-3. 
188 TOJ, 2005, App., IV, Tab. 3. 
189 CELE, 2019. 
190 Cf. diss. Tab. 1.18. 
191 Vide note 183. 
192 Vide note 178. 
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1.4.3 Career Prospects 

Neither the SA-UE’s Bachelor’s Degree in Theater’s objectives nor its career prospects 

are available for public consult on the course’s page containing its updated curriculum193, but 

they can still be found on the defunct curriculum’s page194. According to that information 

precisely, the following are the objectives prospective students are expected to accomplish: 

This bachelor’s degree’s curriculum aims at students’ artistic, cultural, and 

scientific instruction, encouraging the experimental practice of diverse theatrical 

means of expression via the fulfillment of public exercises and spectacles. Its purpose 

is to provide students with tools that allow them to creatively undertake challenges 

presented to them by the contemporary theatrical world. 

It partakes in a wide network of partnerships such as Erasmus and other Exchange 

Programs, promoting students’ contact with stimulating realities, not just in Europe 

(Italy, Spain, France, United Kingdom, Slovenia, Turkey), but also at several Brazilian 

Universities195. 

(2019b) 

The possible career path choices for this degree are listed as such: 

Diversified artistic activity within a Stage Arts environment (acting, directing, 

playwriting, lighting and sound design technique, set designing, producing); theater 

instructing, cultural education instructing, higher education and research; possibility 

of specific theater work in animated theater, theater and community, theater and 

education, theater and heritage, performance, techniques, and production196. 

(2019b) 

193 SA-UE, 2019a. 
194 Ibid., SA-UE, 2019b. 
195 My translation. 
196 Idem. 
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1.5 School of Arts and Humanities – University of Trás-os-Montes e Alto Douro 

1.5.1 Implementation (2010-17) 

1.5.1.1 General Structure 

Despite the different designation of the undergraduate degree awarded by the SAH-UTAD, 

Theater and Performing Arts (a detail noted by the HE3A197), I decided to include this course 

in the first part of this dissertation as yet another «State of the Art» chapter, for it will become 

relevant to the study as a whole once I recall it in the second part, the «Statement». 

As was the case with the previous school listed herein198, the SAH-UTAD’s Bachelor’s 

Degree in Theater and Performing Arts was only created and implemented after the Bologna 

Process legal framework was already underway in the Portuguese Higher Education System, 

under Order #6182/2010, of April 7th199. 

Of the total 180 credits required in order to complete this course over three academic years 

(or six semesters)200, 163.5 are mandatory and 16.5 are optional201. There are no Variants or 

Options to choose from, similarly to the degrees awarded by the HSAD-PILeiria and the SA-

UE202. 

The predominant field of study is Acting, accompanied by203: 

a) Communications and Visual Arts;

b) Communications;

c) Culture;

d) Dramaturgy;

e) Directing;

f) Theater History;

g) Acting;

h) Modern Foreign Language;

i) Music;

197 HE3A, 2016a-c, 2017a, and 2018a, hyperlinks. 
198 Cf. diss. subchap. “1.4.1.1 General Structure”, 1st par., p. 63. 
199 Cf. diss. App. D.5.a, pars. 1-3. 
200 Ibid., App., #7. 
201 Ibid., #9, Tab. 9. 
202 Cf. diss. subchaps. “1.2.1.1 General Structure”, p. 32, and “1.3.1.1 General Structure”, p. 43. 
203 Vide note 201. 
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j) Psychology;

k) Artistic Internship or Project;

l) Optional.

Concerning Optional CUs, it is explained in the TOJ Order204 that: 

The course comprises three optional curricular units the student may choose from 

degrees related to the Humanities field of study, as long as they are curriculum and 

timetable-accessible, after the approval of the course director, who, in time, must relay 

their decision to the Head of the Department offering said curricular units205. 

(2010b) 

In 2010, this was the curriculum the SAH-UTAD’s Bachelor’s Degree in Theater and 

Performing Arts had to offer prospective students: 

204 Cf. diss. App. D.5.a, App., #10. 
205 Idem; my translation. 
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Table 1.20 

Theater and Performing Arts Curriculum (2010-17) 

CUs FS 

1st Year 2nd Year 3rd Year 

1st Sem. 
2nd 

Sem. 
1st Sem. 

2nd 

Sem. 
1st Sem. 

2nd 

Sem. 

Movement and 

Dramatic Expression 
A ∃! - - - - - 

Creativity 

Theory & Techniques 
CVA ∃! - - - - - 

Diction A ∃! - - - - - 

Dancing A ∃! - - - - - 

Information Technology 

(IT) 
CVA ∃! - - - - - 

Modern 

Foreign Language A 
MFL I II - - - - 

Dramaturgy DT I II - - - - 

Portuguese Language 

and Communications 
COM - ∃! - - - - 

Visual Expression 

and Communications 
CVA - ∃! - - - - 

Human Development PSY - ∃! - - - - 

Theater & Film Music M - ∃! - - - - 

Voice & Singing A - I II III - - 

Acting A - - I II III - 

Film, Video & Media CVA - - ∃! - - - 

Set Design D - - I II - - 

Theater History TH - - I II - - 

Contemporary Art Topics CVA - - ∃! - - - 

Opt. OPT - - I - II III 

TV & Film 
Acting Techniques 

A - - - ∃! - - 

Group Dynamics PSY - - - ∃! - - 

Oral Communications 

and Traditions 
COM - - - ∃! - - 

Animation CVA - - - - ∃! - 
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CUs FS 

1st Year 2nd Year 3rd Year 

1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 1st Sem. 
2nd 

Sem. 

Directing in the 

20th and 21st Centuries 
D - - - - ∃! - 

Workshop: 

Drama & Culture 
C - - - - ∃! - 

Modern 

Foreign Language B 
MFL - - - - I II 

Artistic Internship 

or Project 
INT - - - - ∃! - 

Public Acting Exercise A - - - - - ∃! 

Playwriting DT - - - - - ∃! 

Circus Arts A - - - - - ∃! 

Cultural and Artistic 

Production 
COM - - - - - ∃! 

Key206,207

A – Acting; CVA – Communications and Visual Arts; MFL – Modern Foreign Language; DT 

– Dramaturgy; COM – Communications; PSY – Psychology; M – Music; D – Directing; TH –

Theater History; OPT – Optional. 

∃! – One-Time Only; 

I to III – CU Modules. 

206 Cf. diss. App. D.5.a, App., #9, Tab. 9. 
207 Ibid., #11, Tabs. 11.1-6. 
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1.5.2 Reform (2017-Present) 

The Bachelor’s Degree in Theater and Performing Arts awarded by the SAH-UTAD was 

the object of the modifications described in TOJ’s Notice #15174/2017, of December 18th208, 

applicable from the school year of 2017/18 onward209. 

Of the 180 credits required to graduate this course, 168 are mandatory, whereas 12 are 

optional. The several fields of study the curriculum was comprised of in its previous version210 

have now been reduced to three211, the predominant of which is Arts212 (applicable to all 

Optional CUs213); the other two are Performing Arts and Fine Arts214. 

The new curriculum can be seen in detail in the following table: 

208 Cf. diss. App. D.5.b. 
209 Ibid., Art. 16. 
210 Vide note 201. 
211 Cf. diss. App. D.5.b., App., #9, Tab. 1. 
212 Ibid. 
213 Ibid., Tab. 5. 
214 Vide note 206. 
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Table 1.21 

Theater and Performing Arts Curriculum (2017-Present) 

CUs FS 

1st Year 2nd Year 3rd Year 

1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 

Acting PA I II III - - - 

Creativity 

Theory & Techniques 
ART ∃! - - - - - 

Movement PA ∃! - - - - - 

Voice & Diction PA ∃! - - - - - 

Dancing – Theater PA - ∃! - - - - 

Voice & Singing PA - I II III - - 

Art History FA ∃! - - - - - 

Dramaturgy Analysis PA I II - - - - 

Theater & Film Music PA - ∃! - - - - 

Theater History PA - I II - - - 

Theater & Film Music PA - ∃! - - - - 

Film, Video & Media ART - - ∃! - - - 

Set & Costume Design PA - - I II - - 

Opt. ART - - I II III - 

Directing Practice PA - - - ∃! - - 

TV & Film 

Acting Techniques 
PA - - - ∃! - - 

Theater Esthetic PA - - - ∃! - - 

Theater & Community PA - - - - ∃! - 

Circus Arts PA - - - - ∃! - 

Animation PA - - - - ∃! - 

Occupational Inclusion 

Internship 
ART - - - - ∃! - 

Public Acting Exercise PA - - - - - ∃! 
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CUs FS 

1st Year 2nd Year 3rd Year 

1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 

Cultural and Artistic 

Production 
ART - - - - - ∃! 

Movement & Stage PA - - - - - ∃! 

Lighting & Sound Design PA - - - - - ∃! 

Key215,216

PA – Performing Arts; ART – Arts; FA – Fine Arts. 

∃! – One-Time Only; 

I to III – CU Modules. 

Table 1.22 

Optional CUs (2017-Present)217 

Options Module Field of Study 

Makeup & Special Effects 

I 

Arts 

Musical Theater 

Workshop: Drama & Culture 

II 
Oral 

Communications & Traditions 

Dramatic Literature 

III 

Playwriting 

215 Cf. diss. App. D.5.b, App., #9, Tab. 1. 
216 Ibid., #10, Tabs. 2-4. 
217 Ibid., Tab. 5. 
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1.5.3 Career Prospects 

Both the objectives and prospective career paths for the SAH-UTAD’s Bachelor’s Degree 

in Theater and Performing Arts are listed together with the curricula for the 2010218 and 2017219 

editions published to TOJ, but they are also available in the course’s detail page on the 

institution’s website, in two separate tabs220, updated to the latest version221, and that is where 

I retrieved the information shown below: 

[Theater and Performing Arts] is a 1st Cycle-Course lasting six semesters (three 

years) and 180 ECTS that aims to provide scientific, technical, technological, and 

artistic instruction to Performing Arts undergraduates, focusing on the preparation of 

the actor/performer, duly readied by both the knowledge of culture-related subjects 

and institutional consonance with fields of study taught by the Arts & Crafts, Fine 

Letters, Education and Psychology, and Sports Departments. 

Regarding the job market, the Theater and Performing Arts course recommends 

the following career prospects based on specific objectives: 

- Educating actors/performers from an artistic, multidisciplinary, 

interdisciplinary, and transdisciplinary viewpoint. 

- Training researchers and artistically active agents with the purpose of their 

inclusion in the educational system. 

- Training artistically active agents for the media field, the cultural tourism market, 

and social sectors, in order to specifically intervene at hospitals, nursing homes, 

recreational and theatre rooms, museums, libraries, bookshops, leisure areas, 

municipalities, prisons, etc. 

- Increasing self-employment (learning to become an entrepreneur) by responding 

to new social needs. 

- Promoting the creation of artistic expression collectives within the community. 

- Training professionals with the purpose of fitting them in both the regional and 

nationwide paradigms of artistic production222. 

(2019) 

218 Cf. diss. App. D.5.a., Art. 3. 
219 Cf. diss. App. D.5.b., Art. 3. 
220 SAH-UTAD, 2019. 
221 Vide notes 218-219 and cf. 
222 My translation. 
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By clicking the career prospects tab in the course’s detail page, we can see the information 

contained therein is more specific, despite the erroneous swapping of the «Career Prospects» 

and «Job Locations» fields223. Because the latter is repetitive, I am only quoting the first and 

middle fields: 

Graduate’s Profile 

Actor/Performer, artistically active agent promoting several practices (dancing, 

music, theater, film, animation, circus arts, and others). 

Prospects 

- Artistic Education; 

- Teaching; 

- Cultural Management; 

- Technical Training; 

- Acting (Theater, Film, and Television); 

- Directing and Dramaturgy; 

- Artistic and Cultural Events Education and Management224. 

(2019) 

223 Vide note 220. 
224 Vide note 222. 
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1.6 Institute of Arts and Humanities – University of Minho 

1.6.1 Implementation (2012-Present) 

1.6.1.1 General Structure 

The Bachelor’s Degree in Theater awarded by the AHI-UMinho was first created under 

Order #16281/2011, of November 30th225, primarily titled “Bachelor’s Degree in Theater and 

Performing Arts”226, though it was eventually changed to its current designation under the 

provisions of Presidency Order RT/C-143/2011, of October 19th227, following its HE3A 

accreditation the same year228. 

Similarly to all other undergraduate degrees we have looked at before, either created or 

modified according to the new rules imposed by the Bologna Process across European Union 

Member-States229, there are 180 ECTS230 to collect before students can graduate, distributed 

across three fields of study231, being that 80 are to be attained in Theater Practice232 (the 

predominant field), whereas the remaining 100 are split between Theater Science (70)233 and 

Performance Studies (30)234. Optional credits do not apply in this course235, and neither do 

Options or Variants236, making it a Common Core Curriculum. 

The total duration of this degree is three years (or six semesters)237. Having become fully 

operational in the school year of 2012/13, this is what the Bachelor’s Degree in Theater of the 

AHI-UMinho has looked like ever since it was founded238,239, without any modifications 

whatsoever in between, therefore upholding its consistency: 

225 Cf. diss. App. D.6.a., 1st and 2nd pars. 
226 Ibid., 1st par. 
227 Ibid. 
228 Ibid., 2nd par. 
229 Ibid., 3rd par. 
230 Ibid., App, #5. 
231 Ibid., #8, Tab. 1. 
232 Ibid. 
233 Ibid. 
234 Ibid. 
235 Ibid. 
236 Ibid., #7. 
237 Ibid., #6. 
238 Ibid., #9, Tabs. 2-7. 
239 AHI-UMinho, 2020. 
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Table 1.23 

Theater Curriculum (2012-Present) 

CUs FS 

1st Year 2nd Year 3rd Year 

1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 

Performing Arts 

History 
TSc 1 2 3 4 5 6 

Theater & Society TSc ∃! - - - - - 

Introduction to 

Performance Studies 
PS ∃! - - - - - 

Space & Performance PS 1 - - - 2* - 

Lab TP 1 2 3 4 5 6 

Dramatic Writings 

and Dramaturgy 
TSc - 1 2 - - - 

Portuguese Theater TSc - ∃! - - - - 

Spectacle Reviewing PS - ∃! - - - - 

Theatrical Cultures TSc - - 1 2 - - 

Acting Studies TP - - 1 2 3 4 

Theater Esthetic TSc - - - ∃! - - 

Progress Theater TSc - - - - ∃! - 

Opt. PS - - - - 1* 2** 

Theater & Music PS - - - - - ∃! 

Key240,241

* The student must choose between Esthetic and Space & Performance 2242;

** The student must choose between Performance Theory and Spatial Technologies243. 

TP – Theater Practice; TSc – Theater Science; PS – Performance Studies. 

∃! – One-Time Only; 1 to 6 – CU Modules. 

240 Vide note 231. 
241 Vide note 238. 
242 Cf. diss. App. D.6.a., App., #9, Tab. 6. 
243 Ibid., Tab. 7. 
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1.6.2 Career Prospects 

The Bachelor’s Degree in Theater of the AHI-UMinho’s summary, learning results 

(objectives), and career prospects can be found in the same page on the institution’s website244. 

Quite succinctly, this is what prospective students can expect when enrolling in this 

particular course: 

Description 

One of the issues the theater studies field in Portugal has had to face throughout 

its teaching history at a higher education level is the duality set forth between craft, on 

the one hand, and academy, on the other. This degree, while bearing a curriculum that 

is unique in the entire country, seeks to overcome that problem by means of an 

approach supported by the complementing and crossing of both the practical and 

theoretical paradigms, therefore instructing and enabling artists to ponder upon their 

craft in the light of contemporary theatrical currents, simultaneously equipping them 

with practical knowledge concerning theatrical performance in the present context. 

The course’s six half-yearly lab units constitute the nuclear axis of its curricular 

structure and erect a cultural interface that is to stay open to the academic and urban 

and regional communities. The remaining half-yearly curricular units are kept in tune 

by resorting to a cross-disciplinary, synchronic, and diachronic logic, aiming to gift 

the student each semester with a converging instruction, bringing literary and 

theoretical contents, from history to dramaturgy and esthetic to performance theory, 

together with a more practical approach, such as acting studies, set design, or progress 

theater. The choice to include the studying of theater in the context of the performing 

arts derives from acknowledging that the theatrical experience is to be all the more 

thought of as both an interdisciplinary and intercultural vortex defying of the walls set 

between theater, dance, architecture, and music, together with those of a geographical 

nature245. 

(2020) 

244 AHI-UMinho, 2020. 
245 My translation. 
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This short introduction demonstrates the genesis of the degree, which seeks to focus on a 

learning approach combining two of the most important components of what it means to teach, 

instruct, or educate, and those are a theoretical basis that is closely followed by a practical 

stance, thus enabling students to make use of literary contents from both the past and the 

present, eventually resulting in their becoming interlocutors with an important enough voice to 

shape the future of cultural currents in which theater is but one of the several arts that need not 

necessarily stay apart and perform independently, for those walls can be brought down to 

promote interaction not only between the multiple generic branches of the Arts, whether 

Performing or Visual, but also and especially the subsidiaries of these two main groups, the 

ultimate purpose being the geographical expansion of what Culture can do to unite Humankind 

beyond geopolitical delimitations. 

Up next on the degree’s page come the “Learning Results”, split into five major areas into 

which eight topics have been embedded, listed like so: 

Knowledge and Ability to Understand 

1. Developing contents retrieved from academic stages prior to this

undergraduate degree by demonstrating autonomy and proficiency in the

acquisition, understanding, and application of epistemological contents.

2. Acquiring and applying solidified bibliographic intelligence with absolute

mastery of technical vocabulary inherent to theatrical theory and practice.

Applying Knowledge and Understanding 

3. Acquiring technical ability and artistic maturity to carry out a broadened

spectrum of creative projects in the several modules pertaining to theater

practice (dramaturgy, directing, acting, [and]246 set design).

4. Understanding and implementing the social dynamics inherent to a collective

project both internally, regarding a working group’s organization, and

externally, [making students]247 aware of the surrounding social reality and

their interlocutional possibilities as cultural agents.

246 All modifications in brackets – [] – are mine. 
247 Idem. 



82 

Judgment/Decision Making 

5. Acquiring the ability to articulate and create a critical discourse regarding the

theatrical spectacle.

Communication 

6. Resourcefully handle the bibliographic, argumentative, and conceptual

instruments necessary to the relaying of information to a diverse audience and,

particularly, with the purpose of [identifying] problems related to collective

projects while being able to hypothesize solutions for them.

Self-Teaching Skills 

7. Acquiring the ability to develop curricular contents taught [in class] and

creative and critical methodologies while mustering conceptual and artistic

tools leading to the construction of theoretically supported creative projects in

the theater and performance fields of study.

8. Being able to acknowledge, articulate and professionally embody a myriad of

technical, artistic, and theoretical valences the theatrical phenomenon is made

of.

(2020) 

If the “Description” already provided a generic idea of the skills students can expect to 

acquire while enrolled in the AHI-UMinho’s Bachelor’s Degree in Theater, the “Learning 

Results” (or objectives) quoted above make everything much clearer. 

Beginning with the basics and right from the top, students are encouraged in topic 1. to 

take advantage of whichever contents they learn about across their academic path all the way 

to college, regardless of either their flawlessly or mildly grasping said concepts, as there is 

always room for improvement. In fact, and according to Samuel Beckett: 

Ever tried. Ever failed. No matter. Try again. Fail again. Fail better. 

(1989, 101) 
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This is one of the Irish playwright’s most famous quotes, applicable to just about most 

anything in life, school included. That is the latter’s purpose, to fail and, in failing, learn to do 

better, regardless of how dark the lines that follow may sound: 

First the body. No. First the place. No. First both. Now either. Now the other. Sick 

of the either try the other. Sick of it back sick of the either. So on. Somehow on. Till 

sick of both. Throw up and go. Where neither. Till sick of there. Throw up and back. 

The body again. Where none. The place again. Where none. Try again. Fail again. 

Better again. Or better worse. Fail worse again. Still worse again. Till sick for good. 

Throw up for good. Go for good. Where neither for good. Good and all. 

(1989, 101) 

Still, it is when the words “Try again. Fail again. Fail better” first show in Worstward Ho 

that a sort of mantra248 can be extracted, leading people to improve after failing repeatedly, 

thus incrementing their resilience regarding the multiple learning processes. 

In topic 2., however, students of the AHI-UMinho’s Bachelor’s Degree in Theater are 

expected to specify their knowledge absorption by mastering a Theater-related lexicon from 

appropriate sources, while making sure they know when and how to use it throughout their 

enrolment and across their professional career, which leads to topic 3., under the “Applying 

Knowledge and Understanding” prism. 

After learning the meaning of an enriched Theater-natured vocabulary, students are 

encouraged to apply it under concrete circumstances when developing a multitude of activities 

that, unlike the only two schools herein analyzed that offer Options and Variants to choose 

from, the HSTF-PIL249 and the HSMPA-PIP250, contribute to a more homogenized learning of 

Theater Arts right from the start, whether it be Acting, Directing, Dramaturgy or Set Design. 

While these are the four major learning spheres of the course, the several CUs and their 

respective modules ensure students get in touch with the craft’s history (e.g., “Performing Arts 

History”, “Introduction to Performance Studies”, “Theatrical Cultures”, “Theater 

Esthetic”251,252), simultaneously preparing them for the importance of the reviewing process, 

248 Colin, 2017, 2nd par. 
249 Cf. diss. chap. “1.1. Higher School of Theater and Film – Polytechnic Institute of Lisbon”, p. 1. 
250 Ibid., “1.3. Higher School of Music and Performing Arts – Polytechnic Institute of Porto”, p. 43. 
251 Cf. diss. Tab. 1.23. 
252 Further reading: AHI-UMinho, 2020, “Plano de Estudos” [EN: Curriculum]. 
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concerning not only spectacles staged by others, but also their own, thus promoting a spirit of 

self-assessment and critique (“Spectacle Reviewing”253), which is highlighted in topic 5. Other 

important tasks to the like of Set & Wardrobe Design and Production, which bring the spectacle 

together, instead of focusing on Acting alone, are brought up in the “Lab” CU254. 

Topic 4. raises awareness to other theatrical components without which Theater could not 

possibly survive, and those are the audience and the craft’s role in society in general, where 

questions such as, “What is Theater good for, anyway?” may just arise. This course mostly 

offers some of the possible answers in CUs like “Theater & Society”255 and “Progress 

Theater”256, but I would also like to complement the degree’s instructors’ train of thought with 

that of the instructors from an American school of acting, who offer five reasons for the 

importance of Theater and a healthy relationship with the audience in particular and society in 

general: 

1. Theatre helps us to see a different perspective from our own. We’re shown

humanity, psychology, motivations, conflict and resolution. We as the

audience get to witness the trajectory of persons other than ourselves. As

artists, we put ourselves into emotional and intellectual situations that may

never arise in our personal lives. Theatre promotes us to give power to truth,

to take risks and to advocate for new and diverse voices.

2. Theatre reminds us that we are not alone.  Not only are we sharing space and

an experience with the artists who are performing, we are sharing the

experience with fellow audience members. Movies and television don’t have

the same intimacy or sense of participation. Sharing an experience with live

actors and live audience members is not only valuable, it’s necessary for

human connection.

3. Theatre is immediate, evolving and always different. Although the script may

be the same every night, the performance is unique, each and every time it

happens. No two performances are ever the same. In this way, everyone

involved has a distinct and unique experience that can never be replicated.

253 Vide notes 251-252. 
254 Idem. 
255 Idem. 
256 Idem. 
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4. Live theatre helps to promote social discourse, dialogue and potential social

change. Theatre is a cultural phenomenon that demands that society examines

itself in the mirror. We can study societal problems and attempt to find

solutions. Coming together as a community to listen to opposing points of

view is necessary.

5. Theatre promotes education and literacy. Studies have shown that students

who participate in theatre do better in school.

(ASC, n.d.) 

Although every one of these motives to keep performing Theater still today possesses 

undeniable substance, I would highlight, nevertheless and bearing in mind the subject at hand, 

reasons 2., 4., and 5., as they express, in short, the need for human contact between players and 

audience, both groups involved in the same experience as one, thus establishing a dialogue 

(without ever having to speak, as is the audience’s frequent case), a conversation throughout 

which society and the human condition itself are pondered upon, aiming at necessary changes 

in “an attempt to find solutions” while “[c]oming together as a community to listen to opposing 

points of view […]”. This is what makes Theater educational, didactic, a relevant teaching 

persona who helps us shape who we are by means of having us experience who we can become 

just as much: 

Theater offers you an intimate perspective on the lives of others that lifts their 

experience out of statistics or news and plants it in your emotional and intellectual line 

of sight. Combined with the cathartic resolution and visceral power of its storytelling, 

theater is a way not only to learn about someone else but to feel like someone else. 

(Gunderson, 2017) 

Back to the “Learning Results” of the AHI-UMinho’s Bachelor’s Degree in Theater, topics 

6. through 8. stress the need to muster the ability to be able to properly make use of all contents

grasped while enrolled in the course, preparing students, at the same time, to become polyvalent 

interlocutors of the theatrical sphere of influence in society, definitely not as actors alone, but 

also while performing all other jobs required to put a show together, some of which are 
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highlighted in the “Career Prospects” section of the course’s detail page on the institution’s 

website257: 

Career Prospects 

The Bachelor’s Degree in Theater of the University of Minho began operating in 

2012 and offers students who intend to build their professional career paths as actors, 

directors, set designers, playwrights, and critics a qualified artistic education. Through 

this course, they may also choose to become instructors, acting coaches, assistant 

directors, and theater programmers or producers258. 

(2020) 

Most prospects match the other five schools’ possible job choices, though the AHI-

UMinho is the only one to offer its students the chance to become critics with a specific 

background in spectacle reviewing that answers noteworthy questions I felt were appropriate 

to quote and translate, as their connection to Theater’s role in society is also highlighted259: 

Learning Results 

1. Discussing the main role of spectacle reviewing in a societal context.

2. Identifying the several components of a spectacle review.

3. Providing examples of the key differences between newspaper, specialty

magazine, and blog spectacle reviews.

4. Developing analytical methodologies and instruments with the purpose of

reviewing spectacles.

5. Applying both an analytical and assessing framework to certain spectacles.

6. Valuing the experience of a student as a regular spectator in the paving of an

artistic career path.

(2020) 

257 AHI-UMinho, 2020. 
258 My translation. 
259 Vide note 252 and cf. “Crítica do Espectáculo” [EN: Spectacle Reviewing]. 
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Part 2 – Statement 

2.1 HSTF-PIL’s Bachelor’s Degree in Theater – Self-Assessment (All Options) 

2.1.1 The Management and Quality Office 

According to the intel provided on the HSTF-PIL’s website260, the School first made 

available its Management and Quality surveys through its eponymous Office for public consult 

in the academic year of 2012/13. 

Together with these surveys, taken not only by students but also faculty and staff261, it is 

the School’s duty to produce a yearly report in the context of the entire Polytechnic Institute of 

Lisbon’s (PIL) Internal Quality Assurance System (IQAS). In the introductory note to said 

school year’s report, the implementation of the aforementioned system is explained like so: 

This report is a part of the PIL’s Internal Quality Assurance System’s (IQAS-PIL) 

proceedings, implemented by the PIL’s Management [and Quality]262 Office (MQO-

PIL) under the initiative of the Polytechnic Institute of Lisbon’s Presidency. Said 

procedures, comprised in the PIL’s Quality Regulations, determine the […] production 

of a yearly summary report from the Internal Quality Assurance System by [the 

Institute’s] Schools’ [(namely, the Higher School of Theater and Film)] respective 

Management [and] Quality Office (in this case, the MQO-HSTF), in accordance with 

its own internal operating regulations, now presented herein. 

According to the PIL’s Quality Regulations, this report is based on the data 

retrieved from the surveys taken [by students, faculty, and staff263], course reports, and 

other data related to the School’s operating conditions[;] its fulfillment was achieved 

with the cooperation of the Department Heads, the Technical-Scientific Board, the 

Board of Councilors264, and the Head of Services. 

This summary seeks to approach all considered areas in the PIL’s adopted quality 

260 HSTF-PIL, 2020. 
261 The faculty and staff surveys are excluded from this dissertation, considering instructors’ answers are 

combined with those of the Film Department, which is irrelevant to the case in point, and the staff surveys are 

mostly related to their professional satisfaction, there being no relation whatsoever between their answers and 

teaching methodologies; ibid. 
262 All modifications in brackets – [] – are mine. 
263 Vide note 261. 
264 PT: Conselho Pedagógico. 
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assessment referential, including teaching assessment, the School’s working 

conditions, research and development/artistic creation, community interaction, and 

internationalization. 

(2013c, 2) 

Although the yearly reports present several results (most of which positive) regarding 

factors such as “research and development/artistic creation, [and] community interaction”, 

these topics do not fit the core purpose of this study, for which reason I chose to leave them 

out of my analysis. It is the operating conditions, teaching assessment, student satisfaction, 

expectations and post-graduation professional results of the School’s Bachelor’s Degree in 

Theater that matter the most, especially because the gathering of these criteria is the only 

moment that makes up for the lack of voice felt by students, which I will get to later on, once 

we look at the HE3A’s latest assessment of the degree. 
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2.1.1.1 Student Surveys (2009-19) 

2.1.1.1.1 2009-13 

2.1.1.1.1.1 Newly Enrolled Students’ Assessment 

The MQO-HSTF-PIL’s surveys directed at newly enrolled students were first taken in the 

beginning of the academic year of 2013/14, for which reason the data made available in the 

aforementioned Office’s first report is somewhat underdeveloped. Still, and in order to keep 

my analysis accurate, I shall start by listing the 18 criteria (of which a maximum 3 should be 

chosen) students prioritized upon their arrival at the HSTF-PIL, from least to most important: 

1) No Enrolment GPA [from High School]265;

2) Medical and Social Services;

3) A Good Student Body;

4) Cafeteria;

5) Research and Development Activity;

6) Good IT Means;

7) Location (Ease of Transportation);

8) Administrative Support;

9) School’s High Academic Success Rate;

10) Extracurricular Activities;

11) School’s Prestige;

12) A Good General Organization;

13) Well-Maintained Facilities (Classrooms and Educational Support);

14) Exchange Student Support;

15) A Good Library;

16) Employment Assurance;

17) Course Curricula Quality;

18) Good Instructors266,267.

265 All modifications in brackets – [] – are mine. 
266 HSTF-PIL, 2013c, cht. on p. 22. 
267 My translation. 



90 

The number of new students who took the survey in question is 113268 out of a total 161269, 

97270 of which gave a full answer and 53271 of which were enrolled in the Bachelor’s Degree 

in Theater. 

The highest scored criterion is, indeed, the instructors’ ability to teach, at 53.1%272, 

followed by the quality of the course’s curricula, at 26.5%273 and, thirdly, assurance of 

employment274, which the School finds difficult to fulfill, as we will see when we come to the 

«Employability» section in a moment, scored at 25.7%. 

Regarding the reasons for choosing this course as their higher education background, 

students had 10 to choose from, and those are, from least to most important: 

1) Other;

2) Doesn’t know;

3) Second Choice;

4) Good Alumni Employability;

5) Family Advice;

6) Course’s Career Prospects;

7) Friends’ Advice;

8) Course’s Good Practical Approach;

9) Vocation;

10) Life Project275,276.

As we can see, making Theater their life project is the main reason why newly enrolled 

students choose to apply in the first place, at 67%277, followed by a vocational sense at 56%278, 

and the course’s practical approach at 33%279. There are two other criteria that are somewhat 

worrisome, especially because they are directly related to the desired outcome of a theatrical 

instruction, and those are the course’s career prospects and alumni employability, scored at 

268 HSTF-PIL, 2014j, cht. on p. 2. 
269 Ibid. 
270 Ibid. 
271 Ibid. 
272 Vide note 266. 
273 Idem. 
274 Idem. 
275 Vide note 268. 
276 My translation. 
277 Vide note 268. 
278 Idem. 
279 Idem. 
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12% and 6%, respectively280, which means students enroll in this course, regardless of the 

Option, knowing their future is uncertain. That does not necessarily mean it is entirely up to 

the School to find a solution to this problem, but there are a few measures the institution has 

been promoting in the past decade in order to aid its alumni in their search for a job in the field, 

to be read about shortly. 

The reasons why newly enrolled students choose the HSTF-PIL in particular for their 

academic theatrical training make a total of six and are listed below, from least to most 

important: 

1) Other;

2) Reduced costs;

3) Simultaneous work and study;

4) Location;

5) Academic life and convivial quality;

6) Prestige281,282.

The obvious winner is, without a doubt, the School’s reputation, scored at 71.7%, followed 

by academic environment and comradery at 21.2%, being geographic pinpointing the third 

most important aspect, with a score of 18.6%283. 

As to how the degree came to the students’ knowledge, there is a total of 14 criteria, listed, 

yet again, from least to most important: 

1) Other;

2) School’s advertising across the media (TV, radio, newspapers, etc.);

3) PIL’s website;

4) High school vocational counseling;

5) Fórum Estudante284, “Futurália”, or other college fairs;

6) Campus visits;

7) School-related news across the media;

8) School’s social networks (Facebook, Twitter, YouTube, LinkedIn, etc.)

280 Idem. 
281 HSTF-PIL, 2014j, 2nd cht. on p. 5. 
282 My translation. 
283 Vide note 281. 
284 EN: Student Forum (also a magazine). 
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9) School-produced spectacles/motion pictures staged/shown at theaters/cinemas;

10) Official School documentation (pamphlets/flyers);

11) Official Higher Education Access Guide;

12) School’s website;

13) Alumni feedback;

14) Friends and family feedback285,286.

Concerning this last section, nearly half of those surveyed mentioned how important their 

friends and family’s opinion was, scoring this criterion at 49.6%, followed by the testimony of 

former students, with a score of 34.5% and, thirdly, information retrieved from the institution’s 

own PIL-dependent online presence, scored at 28.3%287. 

285 Vide note 281. 
286 My translation. 
287 Vide note 281. 
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2.1.1.1.1.2 Enrolled Students’ Assessment 

For now, and moving toward topic 2.2 of the report at hand288, the MQO-HSTF-PIL tells 

us about the General Operating Conditions & Organizational Structure of the Theater course 

in 2012/13, combining both the Bachelor’s and Master’s Degrees, computing, however, the 

results separately289. 

There are a total 17 criteria students are asked to provide their opinion about, resorting to 

a scale of 1 to 5 for each, being the former the worst and the latter the best. For the school year 

in question, 61% of undergraduates took this particular survey290, which means that, out of a 

total 189291 students from all three Options (Acting, S&W Design, and Prod. Mgmt.), 115 gave 

their opinion regarding: 

1) Curriculum;

2) Course’s Total Workload;

3) Timetable Planning;

4) Theoretical/Technical Skills Offered by the Degree;

5) Practical Skills Offered by the Degree;

6) Head of Course’s Management of the Degree;

7) General Quality of the Degree;

8) School Facilities and Services;

9) Studying and Working Rooms Availability;

10) Ease of Access to and Use of Resources (Labs, IT, Multimedia);

11) Student Services Operating Conditions;

12) Foreign Relations Office (FRO) Operating Conditions;

13) Library Operating Conditions;

14) Outreach Office Operating Conditions;

15) Production Management Office Operating Conditions;

16) Cafeteria Working Conditions;

17) Likelihood of Finding a Course-Related Job292,293.

288 HSTF-PIL, 2013c, p. 17. 
289 Ibid.  
290 Ibid. 
291 HSTF-PIL, 2012, “2.1.3.1.2 Frequências” [EN: Enrolment], p. 22. 
292 Vide note 288. 
293 My translation. 
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The average for all 17 criteria is 3.6294. While the report does not comment on whether that 

particular result is either positive or negative295, it does highlight criteria 5), 6), 7), 11), 13), 

and 14) as fitting the former, whereas criterion 17) fits the latter. Out of the highlighted seven, 

four are academy and work-related. The lowest of all is 17), at 2.9296, which is worrisome, 

considering the purpose of undertaking an undergraduate degree is to be fully equipped with 

the necessary tools to develop one’s activity in a professional environment. While the School 

remains generally attractive to students wishing to pursue a career in the Performing Arts, the 

fact their enrolment and subsequent graduation might not play that important a part in actually 

managing to fulfill their hopes is in plain sight, a concern that continues to register negative 

results across the decade, as we will see as we move on. 

294 Vide note 288. 
295 Idem. 
296 Idem. 
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2.1.1.1.1.3 Graduates’ Assessment 

The alumni are the ones who get to opinionate next in the report, and these comprise all 

graduates between 2009 and 2012297. Out of a total 28 assessment criteria, 22 are valid for both 

Theater and Film, whereas the remaining six are course-specific, ultimately split in half for 

each degree. Most of them have already been listed above298, so I shall now demonstrate only 

the new factors graduates are asked about: 

1) Coordination Between the Course’s CUs;

2) Enrolment Scheme;

3) Assessment Scheme;

4) Instructors’ Scientific Preparedness to Teach Curriculum Contents;

5) Instructors’ Pedagogical Approach;

6) Expectations vs. Outcome;

7) Extracurricular Activities Availability;

8) Theater Department Storage Room Operating Conditions and Delivery;

9) Theater Department Workshop Operating Conditions and Delivery;

10) Theater Department Wardrobe Operating Conditions and Delivery299,300.

The report itself acknowledges that, “from a teaching-learning point of view, we highlight 

the high score given to both the instructors’ scientific and the course’s theoretical preparedness. 

[On the other hand,] coordination between the course’s CUs and extracurricular activities 

availability are not so highly scored301” (2013c, 18). Indeed, and considering these last two 

criteria, the former scores 2.9, while the latter is the lowest of all, at 2.3, not to mention that, 

when comparing the former students’ initial expectations with their enrolment experience, the 

score is neutral, at 3302. 

The analysis of this issue goes even further and alumni are asked how they feel when 

correlating both factors, with 40.5% stating their enrolment was “slightly worse than initially 

expected303” (2013c, 21), against the 31.1% who claim it was “slightly better than initially 

297 HSTF-PIL, 2013c, p. 19. 
298 Ibid., chts. on pp. 17 and 19. 
299 Ibid., cht. on p. 19. 
300 My translation. 
301 Idem. 
302 Vide note 288. 
303 Vide note 289. 



96 

expected304” (2013c, 21). A total 23% saw their enrolment neither worsened nor improved, 

whereas 4.1% said it was “far better than expected305” (2013c, 21), against 1.4%, whose 

situation was “far worse than expected306” (2013c, 21). 

The School recognizes the fact that the claim of nearly 41% of alumni who took the survey 

that their expectations eventually fell mildly foul is worrisome, but the institution does 

congratulate itself with the 71.5%307 who say they “would choose the same course and 

school308” (2013c, 21), should they get a second chance at enrolment. 

304 Idem. 
305 Idem. 
306 Idem. 
307 HSTF-PIL, 2013c, 2nd cht. on p. 21. 
308 My translation. 
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2.1.1.1.1.3.1 Employability 

The most important factor after completing a degree and acquiring the necessary skills and 

tools to execute professional tasks at the best performance possible is the employment question. 

That is one of the main purposes of enrolling in a higher education course – not just to obtain 

a legal certification, but especially to put one’s training to practice while seeking inclusion in 

the job market, therefore making it possible to build a livelihood without having to resort to 

other fields beyond those students were enrolled in. 

In its first annual report, the MQO-HSTF-PIL is cautious when approaching this issue, 

stressing that: 

When it comes to eminently artistic degrees, employability cannot be assessed in 

the same manner as other fields of instruction. Training is meant to develop both 

artistic skills and technical and scientific knowledge, together with a cultural 

educational background that can only partially match specific employability criteria. 

Employability, especially the sort that is based on long-term contractual relationships, 

is necessarily not a reliable criterion as far as an artistically competent and autonomous 

creativity-based instruction is concerned. Alumni’s career paths in this sector are 

frequently non-linear and, consequently, difficult to monitor. The School provides 

tools that aid in the pursuing of a kind of professionalization that, sometimes, only 

many years of practice can consolidate, if not award visibility and acknowledgement. 

Moreover, professional activities based on this field frequently depend on a sporadic 

kind of employability, if not intermittent – an employability concept related to the arts 

with a very pronounced and developed statute in other European countries. There are, 

however, positive indicators pointing to the ability HSTF-PIL alumni possess of either 

creating or seeking inclusion in professional projects and contexts, which can, at least 

in part, be assessed via available statistical data, along with an elevated percentage of 

former HSTF-PIL students active in both Portuguese theater and film309. 

(HSTF-PIL, 2013c, 23-24) 

This is a statement that repeats itself throughout the entire decade, even though the School 

309 My translation. 
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has already sought to improve this weakness by introducing Optional CUs such as “Curricular 

Internship310” and “Theater/Performing Arts Project311” following the approval of its 2017 

reform312 – five years after the situation reported herein, though it cannot be forgotten that 

reforming a curriculum takes planning, both internal and external assessment and approval and, 

finally, enactment into law. 

Between 2009 and 2012, employability of HSTF-PIL alumni suffered a bit of a downfall 

the more distant course completion became in time, from 48% employed after the first year 

since graduation313 to 40% after the third year314, steadily holding afterward315. 

As for how employment was achieved, the majority of those inquired (at 69%) did not 

provide a complete answer316, for which reason the accurate monitoring of this aspect cannot 

be fully attained. It is possible, however, to see that, out of those who replied in full, 11% were 

working at the time based on an internship317, eventually paving down the path to the relevant 

aforementioned CUs, followed by 8% who were already employed before completing their 

degree318 and, thirdly, 5% who were assisted by instructors319, which is somewhat of a less 

objective approach to the job market, considering equal opportunity might not always be 

applicable in this situation. 

While being employed is excellent news for the School’s alumni, not all forms of 

employment provide enough stability or financial security in the long run, as can be seen further 

ahead in the report. Of the former students who gave a full answer to this part of the survey, 

the vast majority (55%) are intermittently inserted in the job market, performing activities 

within their field of study based on sporadic employment offers320, followed by 22.5% whose 

contract has a fixed term321. In third place come the alumni in a more precarious situation (20%, 

to be precise), given their contract is based on work-for-hire322. Only a very small percentage 

(2.5%) mentioned their contractual terms had no set expiration date323. 

Regarding the field the alumni who agreed to take the survey are working in, 19% did not 

310 Cf. diss. Tabs. 1.7-9, pp. 15-17. 
311 Ibid. 
312 Ibid. 
313 HSTF-PIL, 2013c, cht. on p. 24. 
314 Ibid. 
315 Ibid. 
316 Ibid., 2nd cht. on p. 25. 
317 Ibid. 
318 Ibid. 
319 Ibid. 
320 Ibid., cht. on p. 27. 
321 Ibid. 
322 Ibid. 
323 Ibid. 
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fully answer the question324, but it is quite positive that nearly half (46%) mentioned they were 

indeed inserted in the Performing Arts job market325, as opposed to an also substantial 35% 

who were not326. 

In order to avoid constraints specifically related to taking up a job relying on the will of a 

third party, there are several alumni who take it to themselves to build their own association, 

collective, company, or group. This is the moment when developing the Common Core 

Curriculum all three Options (Acting, S&W Design, and Prod. Mgmt.) share is crucial in order 

for groups who are mainly made of colleagues who studied the same Option to broaden their 

specialization and be able to handle other tasks inherent to the theatrical development process, 

as I will point out in a more detailed fashion when we come to my curricula reform proposal. 

A few examples (15, in total) of solidly established Theater structures in the country (most of 

which in the capital city) founded by former students at the School are, according to the report 

at hand: 

1) Teatro da Garagem – Carlos Pessoa327;

2) Teatro Meridional – Miguel Seabra;

3) Cão Solteiro – Mariana Sá-Nogueira;

4) Teatro Praga – Pedro Penim;

5) Teatro do Vestido – Joana Craveiro;

6) Mala Voadora – Jorge Andrade;

7) Casa Conveniente – Mónica Calle;

8) Teatro do Eléctrico – Ricardo Neves-Neves;

9) Primeiros Sintomas – Bruno Bravo328;

10) A Truta – Tónan Quito;

11) A Vara Teatro – Margarida Barata;

12) Teatro do Azeite – Miguel Raposo;

13) Teatro do Vão – Daniel Gorjão;

14) Background SP – Cláudia Regina;

15) Vo’Arte – Pedro Sena Nunes329.

324 Ibid., 1st cht. on p. 28. 
325 Ibid. 
326 Ibid. 
327 Also a Full Professor at the HSTF-PIL; HSTF-PIL, 2016h. 
328 Also a Guest Instructor at the HSTF-PIL; HSTF-PIL, 2015a. 
329 HSTF-PIL, 2013c, tab. on pp. 26-27. 
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2.1.1.1.1.4 SWOT Matrix 

Before we move on to the HSTF-PIL’s SWOT Analysis for the school year of 2012/13, it 

is, first of all, important to understand the origins and definition of the acronym at hand, the 

former of which I quoted below from a posthumously published article by one of the concept’s 

co-authors: 

SWOT analysis came from the research conducted at SRI from 1960-70. The 

research was funded by the Fortune 500 companies to find out what had gone wrong 

with corporate planning and to create a new system for managing change. Led by 

Robert Stewart, the Research Team also included Marion Dosher, Dr[.] Otis Benepe, 

Birger Lie, and me. 

(…) 

We started at the first step by asking, “What’s good and bad about the 

operation?”[.] Then we asked, “What is good and bad about the present and the 

future?”[.] What is good in the present is Satisfactory, good in the future is an 

Opportunity; bad in the present is a Fault, and bad in the future is a Threat. Hence S-

O-F-T. This was later changed to SWOT – don’t ask[;] (I’m told that Harvard and MIT 

have claimed credit for SWOT... not so!)[.] 

Following the analysis step, we sorted the issues into six program-planning 

categories of: 

Product – process – customer – distribution – finance – administration[.] 

By sorting the SWOT issues into the 6 planning categories[,] one can delineate 

short and long-term priorities. This approach captures the collective agreement and 

commitment of those who will ultimately have to do the work of meeting the 

objectives. 

The action plan then becomes[,] “[W]hat shall the team do about the issues in each 

of these categories?”[.] The planning process was developed into a 17-step process 

beginning with SWOT. This sorting step can be easily done since each issue is 

recorded separately on a single page called a planning issue. As Robert Stewart said at 

the time we developed it – “SWOT identifies all of the claims on management’s 

attention”[.] 

The first prototype was tested and published in 1966; modifications were 
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completed by 1973. (…) The process has been used successfully ever since. 

By 2004[,] the system had been fully developed, and has proven to cope with 

today’s problems of setting realistic annual objectives without depending on outside 

consultants or expensive staff resources330. 

(Humphrey, 2005, 7-8) 

As far as a SWOT Analysis of the Portuguese Higher Education System in general is 

concerned (now used by all institutions, both public and private), a delegation was appointed 

in 2013 by the Sectoral Body for Education and Instruction (CS/11)331, the Task Force for 

Quality Management in Higher Education (GT2)332, in order to enforce institutional 

collaboration regarding the system’s quality and the measures that can be put into practice with 

the final purpose of jointly creating new strategies toward the latter’s improvement, as 

explained by then Vice President333 of Coimbra University, Margarida Mano, in the preface to 

the report created by both the SBEI and the TFQM-HE334: 

Progress in the Portuguese Higher Education System has been, throughout these 

past decades, the object of broad and deep changes. In Portugal, ever since the 1970s, 

the system has been exponentially growing regarding the increase in the total number 

of Higher Education Institutions and their ability to create all the more diverse and 

new syllabi, curricula, and fields of study. The implementation of the Bologna Process 

is a highlight, together with the changes in students’ socioeconomic backgrounds, in 

their situation regarding the job market and, most recently, in the funding of the 

system, impacted by the financial crisis. General tendencies such as the globalization 

and democratization of Higher Education access, or specific contexts such as the 

increase in the school dropout rate and the pressure for alumni to become employed, 

lack due analysis and pondering with the purpose of adopting either joint or 

institutional measures to make tools and/or principles adequate. 

(…) 

Based on these concerns, the paper presented herein consubstantiates the 

330 All modifications in brackets – [] – are mine. 
331 SBEI, TFQM-HE, 2014, pp. 7-8. 
332 Ibid. 
333 PT: Vice-Reitor(a). 
334 Vide note 331. 
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assignment undertaken by the Task Force for Quality Management in Higher 

Education – GT2 of the Sectoral Body for Education and Instruction (CS/11), whose 

asset is the building of both a vision and a reflection shared by Higher Education 

Institutions, both public and private, represented in the Task Force (...). 

There is a common conclusion that can be taken from the project developed by 

the Task Force, which might just become a motto for future action: an increase in 

cooperation between institutions will reinforce the system’s collaborative networks, 

thus increasing Higher Education quality335,336. 

(2014, 7-8) 

Put quite simply, this is the context in which a SWOT Analysis contributes to the 

improvement of Higher Education Institutions, specifically those within the public and private 

Portuguese networks. Now, after having seen what the original SOFT acronym stood for, the 

following is the updated definition of the concept, according to the report at hand: 

SWOT is an English acronym that stands for Strengths, Weaknesses, 

Opportunities, and Threats337. 

It is reflective of a global perspective of the situation a certain organization is in, 

allowing the finding and pinpointing of strategies and improvement measures, 

therefore aiding in the definition of said organization’s internal strategy. 

A SWOT Analysis presumes a two-part environment: internal and external. 

The internal environment is influenced and managed by the organization and 

features both strengths and weaknesses. As for the external environment, it contains 

elements that cannot be predicted nor placed under the control of the organization 

itself, for which reason its analysis enables the pinpointing tendencies that can be either 

opportunities or threats. 

A SWOT Analysis correlates an institution’s strengths and weaknesses with the 

opportunities and threats of its surrounding environment338. 

(2014, 18) 

335 All modifications in brackets – [] – are mine. 
336 My translation. 
337 PT: Pontos Fortes, Pontos Fracos, Oportunidades e Constrangimentos. 
338 Vide note 336. 
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One final question remains before advancing to the HSTF-PIL’s SWOT Analysis (or 

Matrix): which criteria define what constitutes each of the elements present in the acronym 

initially co-created by Humphrey and his colleagues at the Stanford Research Institute? The 

answer is provided in the same report by the TFQM-HE of the SBEI. Although the authors 

begin with the external environment, comprising both opportunities and threats, I would like 

to the define the concept in order, for which reason I will begin by quoting what makes the 

internal environment, exclusively depending on the organization/institution at hand: 

What are strengths and weaknesses? 

Strengths are internal advantages an organization possesses over its competitors. 

Weaknesses, on the other hand, are internal disadvantages the organization possesses 

regarding its competitors. 

Both strengths and weaknesses are presumed to fully rely on the organization 

itself. 

(2014, 29) 

As for the external factors, they are defined like so: 

What are [opportunities] and [threats]? 

[Opportunities] and [threats] are the product of tendencies found via an external 

environment analysis. 

Opportunities are tendencies, factors, or events external to the organization, 

though the latter can make them beneficial in order to be positively impacted. Even 

though they are not a part of the organization’s direct influence, opportunities should 

be considered integral of its planning. 

Threats are potentially harmful factors external to the organization and whose 

impact must be mitigated, as it will likely be negative. To the like of opportunities, 

threats are not within the organization’s control. It should be stressed, however, that 
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threats can always be regarded as latent opportunities339,340. 

(2014, 21) 

When the HSTF-PIL first created its Management and Quality Office in the school year of 

2012/13, whose results were presented in the “Annual Report of the Internal Quality Assurance 

System”, the institution made quite an extensive list of Strengths, as opposed to the remaining 

three factors. Most of this content, however, is justified as being somewhat inaccurate in the 

report’s final remarks, given the imposition of the PIL’s new self-assessment regulations, 

applicable to all of the Institute’s Schools, as shown in the “Weaknesses” section. First, I shall 

list the factors the MQO-HSTF-PIL found in its internal environment, placed, therefore, under 

the School’s control, but only those directly related to the teaching-learning dyad: 

Strengths 

1) School’s reputation acknowledged by its applicants;

2) Good practical component within the curricula;

3) Faculty qualifications progressively rising (…);

4) School’s degrees’ demand – holding at significant numbers;

5) School’s degrees’ insertion in the domestic Higher Education paradigm;

6) Faculty’s mastery of their respective syllabi;

7) Faculty punctuality;

8) Great artistic production levels in both the theater and film fields;

9) Most of the faculty is connected to the profession outside the School in both

theater and film, bringing with them all their personal experience, just as it

should be in the context of polytechnic teaching;

10) Progressive applicant, student, alumnus, and admirer adherence to the

School’s online profiles, thus promoting an important exchange of

information regarding possible job opportunities for the entire academic and

outer communities341.

(2013c, 32) 

339 All modifications in brackets – [] – are mine. 
340 My translation. 
341 Idem. 
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Shortly after listing its positive aspects in its self-assessment, the School explains why 

there are still elements in need of addressing: 

Weaknesses 

Regarding the IQAS-HSTF-PIL 

Considering the quality system has only been in place for one full year, 2012/13, 

there are necessarily essential components comprised in it that have not yet been fully 

executed, namely monitorization, production of exhaustive reports, decision-making 

processes, and turnout of interested parties. 

Regarding the School 

1) In spite of the general positive results obtained from the surveys, some are still

lowly scored, indicating somewhat of a fragility mostly related to aspects such

as material availability (and didactic resources) that prevent both teaching

activity development and the faculty’s ability to motivate students;

2) Low expectations – shown by students – as far as finding a job in their field is

concerned;

3) Resources and software upgrade limitations, considering the ongoing

technological revolution both society and the arts are going through;

4) Low yearly budget directed at core curricular activity development – building

of both theatrical and cinematic pieces;

5) Low faculty research monitorization levels regarding those directly related to

artistic development;

6) Low extracurricular activity offer342.

(2013c, 33) 

The opportunities the School commits itself to taking advantage of are listed immediately 

after the acknowledgement of its weaknesses, making it clear for the community the Internal 

342 My translation. 
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Quality Assurance System is still in need of improvement in order to fully assess all positive 

and negative aspects the institution must take into account: 

Opportunities 

Regarding the IQAS-HSTF-PIL 

1) Proficiency and articulation improvements between the School’s Governing

Bodies and the necessary redefining of their scope;

2) Chances of a nearly fully operational system by the school year of 2013/14,

considering its demands at the present time;

3) Full diagnosis of both the School’s strengths and weaknesses, especially in the

teaching-learning process domain;

4) Specific investing in the research and development, interinstitutional and

community collaboration, and internationalization fields.

Regarding the School 

1) Artistic research and creation – framing of scientific research and artistic

creation into research and creation directives related to the offered curricula

and an easily verifiable executive plan, together with the building of a

repository for artistic pieces;

2) Internationalization – defining and prioritizing certain pursuits based on a

previous typology of foreign relations and interests;

3) Establishing interinstitutional and community relationships – defining and

prioritizing courses of action based on a previous typology of interests, namely

the employability of the School’s students: the most important aspect for the

School to fulfill, based on the establishment of protocols and partnerships, is

the possibility of creating professional internships within the courses, all of

which are subjected to a report [as a means of assessment] (…). Internships

often become a source of prospective employment (…).

4) Changes are currently being made to the statutes that define the courses’

general operating conditions, among which the criteria for CU extinction can

be found;
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5) Integration and participation of external partners343,344.

(2013c, 34) 

We can tell right from this section of the report, which is an integral part of the external 

environment assessment, as previously explained345, the School was warned of the possibility 

of improving its students’ future employment situation by including professional internships in 

its Options’ curricula, therefore somewhat aiding in its alumni job security, despite the inherent 

unstable nature of the cultural sector, which the School points to right from the start of its 

student employability monitorization findings. 

As for the threats found in the MQO-HSTF-PIL’s first report, those are as follows: 

Threats 

Regarding the IQAS-HSTF-PIL 

1) Bureaucratic complexity of the system and acknowledgement of its existence

by the whole of the academic community (faculty, staff, and students);

2) The system does not yet assure a broadened and systematic follow-up of the

School’s alumni, nor does it provide an effective feedback on production

structures housing artistic projects developed by students or graduates. These

constraints are partly due to a great professional mobility resulting from

instruction and difficulties implementing a quality culture within employers

with a highly variable staff346.

(2013c, 34) 

In its final remarks, the 2012/13 IQAS report acknowledges that, especially as far as the 

teaching-learning paradigm is concerned, while most of the information retrieved stays true to 

the School’s expectations, “some of the students’ answers were surprising, inclusively 

343 All modifications in brackets – [] – are mine. 
344 My translation. 
345 SBEI, TFQM-HE, 2014, p. 21. 
346 Vide note 344. 
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suggesting a few measures to be adopted [in the future], which will be taken into consideration 

by the competent bodies” (2013c, 35). 
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2.1.1.1.2 2013/14 

2.1.1.1.2.1 Newly Enrolled Students’ Assessment 

Despite this subchapter’s focus on the school year of 2013/14 and considering the first 

surveys addressed at newly enrolled students were taken during that period, precisely, the fact 

is the IQAS-HSTF-PIL’s report lists the results obtained the following year347, given the 

findings for 2013/14 have already been demonstrated in the yearly report for 2012/13. In order 

to maintain data coherence, I shall stick to the School’s findings for 2014/15 immediately 

below, while simultaneously displaying the results found for 2013/14 in other surveys. 

Out of a total 225 applicants348, 82 were admitted in the HSTF-PIL’s Bachelor’s Degree 

in Theater (all Options)349, though 2 failed to matriculate, which means that, out of a possible 

80 students who could have taken the survey350, only 59 did so351. Beginning in 2014/15, we 

are shown the Options students are distributed by, with 41 actors, 10 designers, and 8 

producers352. 

Of the same 18 criteria newly enrolled students had to choose from in the school year of 

2014/15353, the top three (from least to most important) were similar to those of the year before: 

1) Employment Assurance;

2) Well-Maintained Facilities (Classrooms and Educational Support);

3) Good Instructors354.

As it turns out, faculty quality continues to be the top priority for freshmen, scored at 

60.2%355, followed by the importance of keeping the School’s infrastructure safe and sound, 

scored at 35.5%356, thus replacing concerns about curricula; finally, employment-related 

concerns register a total 25.7%357. 

When first joining the School, students seem to be far more worried about the time they 

347 HSTF-PIL, 2014i, p. 23. 
348 HSTF-PIL, 2015c, “2.1 A Procura dos Cursos” [EN: Degree Demand], Tab. I, p. 26. 
349 Ibid. 
350 Ibid. 
351 HSTF-PIL, 2015d, 1st cht. on p. 2. 
352 Ibid., 2nd cht. 
353 Already quoted to and translated in this dissertation under topic “2.1.1.1.1.1 Newly Enrolled Students’ 

Assessment”, p. 89. 
354 HSTF-PIL, 2014i, 1st cht. on p. 24. 
355 Ibid. 
356 Ibid. 
357 Ibid. 
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will spend attending their classes, leaving their post-School period concerns for later. 

Regarding the reasons for choosing to attend the HSTF-PIL’s courses in general (both 

Theater and Film and their respective Options), the answers provided are the same as before, 

from least to most important: 

1) Course’s Good Practical Approach;

2) Vocation;

3) Life Project358.

Indeed, and even though the factors are identical in 2014/15, the percentages are slightly 

higher than the year before, with making the Performing Arts a lifetime project scored at 

67.7%359, followed by a heeding of the calling scored at 59.1%360; in third place come the 

applications of the learning process, scored at 48.4%361. 

The next section in the survey addressed at newly enrolled students tells us why the latter 

chose the HSTF-PIL in particular to fulfill their academic ambitions. Their top three choices 

remain the same, from least to most important: 

1) Location;

2) Academic life and convivial quality;

3) Prestige362.

In this case, the percentages too reveal a slight increase from the year prior, with the 

School’s namesake scored at 76.3%363, immediately followed by the importance of 

socialization among peers scored at 26.9%364, being the institution’s location the third most 

important influencing factor, scored at 21.5%365. 

Students who first began attending their degrees at the HSTF-PIL in 2014/15 found out 

about said courses via the same channels as those matriculating the year before, which would 

be, from least to most important: 

358 HSTF-PIL, 2015d, 1st cht. on p. 5. 
359 Ibid. 
360 Ibid. 
361 Ibid. 
362 Ibid., 2nd cht. on p. 5. 
363 Ibid. 
364 Ibid. 
365 Ibid. 
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1) School’s website;

2) Alumni feedback;

3) Friends and family feedback366.

Those closest to the academic year of 2014/15’s freshmen remain the most solid source, 

scored at 51.6%367, also highly influenced (though just a little over one percentage point 

behind) by the opinion of graduates, scored at 50.5%368. Lastly, and quite similar to the findings 

of 2013/14, the institution’s website plays less of an important role, scored at a mere 29%369. 

366 Ibid., 1st cht. on p. 6. 
367 Ibid. 
368 Ibid. 
369 Ibid. 
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2.1.1.1.2.2 Enrolled Students’ Assessment 

Back to the yearly report concerning the 2013/14 term, the scenario is not that much 

different from the one found in 2012/13 when it comes to students enrolled in this time period. 

The average score given to the 17 criteria on a scale of 1 to 5 (least to most important) by the 

students attending the Bachelor’s Degree in Theater (all Options) is 3.5370, which is but 0.1 less 

than the year before, there being no evidence of any significant changes. 

According to the conclusions withdrawn from these results by the MQO-HSTF-PIL itself, 

the only teaching-learning aspects with a higher score are “Practical Skills Offered by the 

Degree”371 and “Head of Course’s Management of the Degree”372 – 3.7 and 3.8, respectively373. 

The most troubling finding is, yet again, “Likelihood of Finding a Course-Related Job”, scored 

at a negative 2.8374. 

Other highlights are comprised of the “Library’s Working Conditions”, for instance, taking 

first place with a total score of 4.3375, and though it is placed below average, the “Course 

Curricula” are scored at 3.4376, somewhat away from neutrality. 

Regarding the total percentage of students (from either the Bachelor’s or Master’s Degree) 

taking part in this survey, that particular information is unavailable377, but there are far 

completer pieces of intelligence as far as the assessment of 2013/14’s semesters is concerned, 

retrievable from the first surveys to be made available on this topic378; 327 of the HSTF-PIL’s 

students took part in the 1st Semester survey, which makes 71%379 of the total attending 

population, both Departments and degrees included. Specifically speaking, the Acting Option 

of the Bachelor’s Degree in Theater was the one with the most students380, though it registered 

the lowest turnouts (67% of freshmen, 49% of sophomores, and 52% of seniors, 

respectively381), as opposed to S&W Design (100% for the 1st and 2nd years, 55% for the 

3rd382) and Prod. Mgmt. (100% for the first two, but only 50% for the final year383). 

370 HSTF-PIL, 2014i, cht. on p. 20. 
371 Ibid. 
372 Ibid. 
373 Ibid. 
374 Ibid. 
375 Ibid. 
376 Ibid. 
377 Ibid. 
378 HSTF-PIL, 2014k-L. 
379 Ibid., 2014k, 1st par. on p. 1. 
380 Ibid., tab. on p. 1. 
381 Ibid. 
382 Ibid. 
383 Ibid. 
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Assessment of both CUs and instructors is generally positive (on a scale of 1 to 5) and is 

distributed across 10 criteria as follows: 

1) CU General Working Conditions;

2) CU Assessment Methodologies;

3) Coherence Between Activities and CU Objectives;

4) Coordination Between Theoretical and Practical Approaches;

5) Available Documentation and Materials’ Quality;

6) CU Role in Course-Related Skill-Grasping;

7) Connection with Other Course CUs;

8) Correlation Between the CU’s Total ECTS and Working Hours (Attending Time Incl.);

9) One’s Global Performance in a Particular CU;

10) One’s Motivation to Attend a Particular CU384,385.

The minimum score given to these criteria is 3.6386, whereas the maximum goes all the 

way up to 4387, making it an average 3.8, demonstrative of a good overall impression at the 

start of term, regardless of the year or Option students were attending at the time. Still, and 

despite this general satisfaction toward the Degree’s CUs, students were even happier about 

their instructors, as we can see from the chart in which the former assessed the latter based on 

the following criteria: 

1) Instructor’s Overall Performance Quality;

2) Ability to Motivate Students;

3) Teacher-Student Relationship;

4) Off-Schedule Instructor Support;

5) Curriculum Mastery;

6) Instructor’s Clarity in the Classroom;

7) Assessment Fulfilling According to Planned;

8) Instructor’s Ability to Correlate the CU with the Degree’s Objectives;

9) Instructor’s Demandingness;

384 Ibid., cht. on p. 2. 
385 My translation. 
386 Vide note 384. 
387 Idem. 
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10) Instructor’s Punctuality388,389.

The minimum score given here is 3.8390, and that is regarding instructors’ availability 

outside the classroom, which would be criterion 4) from the above list. The highest score 

(4.4391) is given to both the instructors’ expertise and punctuality – 5) and 10)392, resulting in 

an average score of 4.2, which is undeniably positive. 

Throughout the 2nd Semester of 2013/14, students remained satisfied with both their 

degrees’ CUs and instructors, though the participation rate in the survey drastically plummeted, 

with only 200393 students out of the School’s total taking part in the questionnaire, which was 

52%394 at the time. The Acting Option continues to be the poorest when it comes to the overall 

turnout, its percentages ranging from 33% to 38%395, whereas the first two years of S&W 

Design register 69% and 50%, respectively396, with the senior year in the red, at 33%397. The 

best turnout is that of Prod. Mgmt.’s 1st year, with 100% taking part398, followed by 40% of 

sophomores399 and 44% of seniors400. 

Of the same 10 criteria assessed by students as far as CUs go, scores range between 3.5 

(awarded to the correlation between theoretical and practical topics)401 and 3.9 (for assessment 

methods and coherence between the CUs’ objectives and undertaken activities)402, resulting in 

an average 3.8, just like in the 1st Semester. 

As for the students’ opinion on their instructors, scores range between 3.8 (the motivation 

issue)403 and 4.5, the former thus further valuing the latter’s expertise404, for an average of 4.2, 

matching the results obtained in the semester prior. 

388 Ibid., 1st cht. on p. 4. 
389 My translation. 
390 Vide note 388. 
391 Idem. 
392 Idem. 
393 HSTF-PIL, 2014L, 1st par. on p. 1. 
394 Ibid. 
395 Ibid., tab. on p. 1. 
396 Ibid. 
397 Ibid. 
398 Ibid. 
399 Ibid. 
400 Ibid. 
401 Ibid., cht. on p. 2. 
402 Ibid. 
403 Ibid., 1st cht. on p. 4. 
404 Ibid. 



115 

2.1.1.1.2.3 Graduates’ Assessment 

The answers provided in the graduate-addressed survey within the yearly report for the 

2013/14 term are based on the experience of former students who completed their degree in 

2012/13405. Information retrieved in this survey is not as exhaustive as was the case regarding 

its predecessor, and not just because it does not compile several school years into one report, 

but especially because several criteria were removed from the study to boot, such as the 

graduates’ expectations when they first enrolled vs. reality after their attendance. 

This section begins with the number of alumni who took part in the survey: out of a total 

73 graduates406, only 36 gave a full answer407, 11 of which attended the Bachelor’s Degree in 

Theater408. As for the Options they were enrolled in, 5 were actors409, 4 were producers410, and 

2 were designers411. 

When asked about their satisfaction concerning the attending of their course, the alumni 

had 12 criteria to score, resorting to a scale of “1 – Very Inadequate412” to “5 – Very 

Adequate413”, listed below from least to most important: 

1) Head of Course’s Management of the Degree;

2) Practical Skills Offered by the Degree;

3) Ease of Access to and Use of Resources (Labs, IT, Multimedia);

4) Course’s Total Workload;

5) General Quality of the Degree;

6) Timetable Planning;

7) Curriculum;

8) Student Services Operating Conditions;

9) Studying and Working Rooms Availability;

10) Theoretical/Technical Skills Offered by the Degree;

11) Library Operating Conditions;

405 HSTF-PIL, 2014n, 1st par. on p. 2. 
406 Ibid. 
407 Ibid. 
408 Ibid., 1st. cht. on p. 2. 
409 Ibid., 3rd. cht. on p. 2. 
410 Ibid. 
411 Ibid. 
412 Ibid., cht. on p. 6. 
413 Ibid. 



116 

12) Cafeteria Working Conditions414,415.

As confirmed by the report itself and generally speaking, regardless of the course they 

attended, former students found their degree to be overall agreeable416, with an average of 3.3 

based on these criteria alone. Focusing on teaching-learning aspects, however, the highest 

scored factor is 10), at 3.4417, whereas other important elements related to this paradigm, such 

as 1), 2), and 7), for instance, are scored at 2.8, 2.9, and 3.2, respectively418; while these results 

are not at all reprehensible, there is some neutrality understated as far as this question goes, for 

the results do not stray that far away from 3. 

414 Ibid. 
415 My translation. 
416 Ibid., par. on p. 6. 
417 Ibid., cht. on p. 6. 
418 Ibid. 
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2.1.1.1.2.3.1 Employability 

By the time they took this survey, alumni reported to the School their detailed job situation, 

having been asked, first of all, if they actually were working, and 33.3% did indeed confirm 

they had a job at that moment419, followed by 19.4% who were undertaking an 

internship/traineeship420. The same percentage of former students admitted to being in another 

(unspecified) situation421, whereas 13.9% did not provide an answer422. Finally, 8.3% said they 

had been jobless ever since graduating423, and 5.6% revealed they had already been working, 

becoming idle in the meantime424. 

Out of the total 33.3% who had a job, the vast majority – 83.3% – reported they had found 

work after graduation425; the remaining 16.7% revealed their situation had gone professional 

before successfully completing the degree426. 

The follow-up question is related to the means via which those employed managed to find 

work. 58.3% answered “Other”, there being no specificity regarding this matter427. 33.3% 

replied their situation had been the consequence of attending an internship428. Lastly, 8.3% said 

sending their curriculum vitae had earned them their job429. 

When asked about the sort of contract at hand, half of those inquired admitted to finding 

no more than occasional jobs every now and then430, followed by 33.3% who had signed a 

fixed term contract431, and 16.7% who were in a work-for-hire situation432. 

Regardless of how often they found a job or the kind of contract they had, 58.3% of the 

alumni taking the survey were indeed working in the same field as the course they had 

graduated from433, followed by 25% whose activity was close to their area of expertise434. The 

minority – 16.7% – replied theirs was a different situation, unrelated to the Performing Arts435. 

419 Ibid., 2nd cht. on p. 3. 
420 Ibid. 
421 Ibid. 
422 Ibid. 
423 Ibid. 
424 Ibid. 
425 Ibid., 1st cht. on p. 4. 
426 Ibid. 
427 Ibid., 2nd cht. on p. 4. 
428 Ibid. 
429 Ibid. 
430 Ibid., 1st cht. on p. 5. 
431 Ibid. 
432 Ibid. 
433 Ibid., 2nd cht. on p. 5. 
434 Ibid. 
435 Ibid. 
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Finally, no new associations, companies or groups were registered as having been created 

by former students as means of self-employability. The same 15 from the year prior can be 

seen listed in the School’s yearly report436.  

436 HSTF-PIL, 2014i, tab. on pp. 29-30. 
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2.1.1.1.2.4 SWOT Matrix 

The HSTF-PIL’s overall analysis of the 2013/14 academic year is satisfactory, with far 

more strengths listed than weaknesses, as was the case in the year before, but that does not 

necessarily mean the School does not acknowledge the need to improve certain issues, just as 

pointed out by both the internal and external environment assessments made. Speaking of the 

latter, neither opportunities nor threats differ from those found the year prior437, for which 

reason there is no need to list them again, under penalty of redundancy and loss of interest 

tainting this study. 

Still, I should mention the School does justify itself (despite the wording being the same 

as before) in its “Final Remarks”, when addressing the complexity of fully implementing an 

assessment system, by stating that: 

It is impossible to separate this self-assessment cycle from the founding of the 

MQO-HSTF[-PIL] itself and its respective statutory context. Together with this 

measure [in particular] or its nature [in general], all other measures related to the 

system’s workability are considered, though their efficiency cannot as of yet be 

monitored. Said system’s workability comprised the observation of a vast series of 

already existing documents along with the creation of numerous others (surveys, plans, 

reports) which, quite simply, were impossible to anticipate in the beginning of the 

cycle. Now, [under these circumstances,] the system’s complete workability and the 

closing of the cycle are relatively behind as far as an ideal executive agenda is 

concerned, which, however, will turn out to be necessary in the near future. 

From a teaching-learning process viewpoint, it is appropriate to state the 

information retrieved matched all expectations, also providing an insight into the 

School’s day-to-day reality, though some of the persisting answers given by students 

turned out to be surprising, [inclusively] presenting solutions regarding their respective 

fields. Even though the School firmly believes “it is not possible to rely on small-

numbered statistics”, the competent bodies took them into account and will comply. 

It has also become clear that the major difficulties found in the system are related 

to the means through which data is processed, solution implementation is monitored, 

and proceedings modifications are logged. While it is certain neither the excellence 

437 HSTF-PIL, 2013c, pp. 32-35 and 2014i, pp. 35-38. 
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nor the quality of an artistic higher education institution is put into question, as it is 

renowned in both the foreign and domestic paradigms, it is also certain the tools and 

proceedings that embed the teaching-learning process and the several interlocutors and 

contexts that take part in a working Higher Education Institution and assure the 

fulfilment of its duties were scarce, diffused, poorly operational, if not [completely] 

inexistent. This does not mean, however, the HSTF-PIL was or is not gifted with the 

necessary bodies and statutes that assured and [still] assure its workability and 

excellence. In fact, a few of the obstacles found when seeking to fully activate the 

proceedings foreseen by the IQAS-HSTF-PIL are related to somewhat of a resistance 

in creating and making certain entities operational – such as degree committees – that 

are regarded as being out of context of the statutorily-established bodies and, for that 

exact reason, stripped of legitimacy. On the other hand, the already existing statutory 

bodies, while seen as apt to handle the fulfilment of these proceedings – Committees 

and Board of Councilors – lack the ideal student representativity. The solution to this 

issue was met as an opportunity to simplify proceedings and naturally adapt the IQAS 

to the HSTF-PIL’s own routines and bodies; it was recently debated within the Quality 

Board, resulting in a path to be walked in two stages: 

Reconfiguration of the Body of Councilors and respective Department 

Committees’ membership, so that representativity may become balanced via the 

inclusion of students from the several Options/Specializations[;] 

Concerning the MQO-HSTF-PIL’s activity, the following developments, among 

other factors, should be taken into consideration: the improvement of both the quality 

and extent of the information retrieved, systemized and divulged on the School’s 

website; the (ongoing) revision, among other elements, of the statutes involving the 

institutional contextualization of the IQAS-HSTF-PIL; the creation of the IQAS-

HSTF-PIL’s Executive Board; the recent granting of facilities especially directed at 

the MQO-HSTF-PIL’s activity development438,439. 

(2014i, 38, 39) 

438 My translation. 
439 All modifications in brackets – [] – are mine. 
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2.1.1.1.3 2014/15 

2.1.1.1.3.1 Newly Enrolled Students’ Assessment 

The results presented in the MQO-HSTF-PIL’s annual report on the events of the academic 

year of 2014/15 address the freshmen who enrolled in the Bachelor’s Degree in Theater in 

2015/16440, thus continuing the previously verified cadence. The full report on the newly 

enrolled students’ expectations, however, is displayed in a separate file whose findings are far 

completer441. 

Following matriculation, there were a total 79 students enrolled442 in the Theater Degree’s 

three Options, 64 of which were actors443, 6 were designers444, and 9 were producers445; just a 

little over half (43446) took the survey concerning their hopes for their 3-year attendance, 36 of 

which from Acting447, 4 from S&W Design448, and 3 from Prod. Mgmt449. 

Freshmen were asked at first about their motivations for choosing the HSTF-PIL’s 

undergraduate degrees, listed below from least to most important: 

1) Course’s Good Practical Approach;

2) Vocation;

3) Life Project450.

Unsurprisingly, the top three factors are yet again a constant when newly enrolled students 

confess what moved them into choosing the courses awarded by the HSTF-PIL. Those directly 

involved in the academic world (from a utopian point of view, at least) should always prioritize 

their attendance of degrees related to what they seek to do from their graduation onward, if not 

even sometime before. Bearing this in mind, a total 64.8%451 chose either Theater or Film as 

their life project. Not far behind were those who claimed these two branches of the Performing 

440 HSTF-PIL, 2015c, pp. 30-31. 
441 HSTF-PIL, 2016c. 
442 HSTF-PIL, 2016b, “2.1.1 A Procura dos Cursos”, Tab. I, p. 16. 
443 Ibid. 
444 Ibid. 
445 Ibid. 
446 HSTF-PIL, 2016c, 1st cht. on p. 2. 
447 Ibid., 2nd cht. on p. 2. 
448 Ibid. 
449 Ibid. 
450 Ibid., 2nd cht. on p. 4. 
451 Ibid. 
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Arts were what they felt they had been born to do, making it a total 57.8%452. Finally, 39.4% 

claimed the degrees’ practical approach was the most appealing reason to explain their 

choice453. 

Still, it should be stressed that reasons concerning the near future (such as graduates’ 

employability) are definitely not as convincing, as freshmen are well aware of the country’s 

incredibly unsatisfactory reality regarding the Arts, which is why only 7% found relevance in 

this argument454. Approximately 24% of those taking the survey realize the School’s degrees 

produce several career prospects455, but it is the job question that is most troubling. 

And because the institution is not entirely at fault when it comes to its graduates’ 

professional status, new students are acknowledging of the School’s reputation, but first, let us 

list the three main reasons for choosing to attend the HSTF-PIL, from least to most important: 

1) Simultaneous work and study;

2) Academic life and convivial quality;

3) Prestige456.

As I was saying, the institution’s good name is still the most relevant factor prospective 

students take into account when they consider attending one of the School’s degrees, scored at 

74.7%457. Regarding day-to-day life and companionship on campus, that is still the second 

most important reason why the HSTF-PIL is a stimulating option, scored at 35.2%458. The third 

most important factor registered in 2015/16, however, is not location anymore; 22.5% of 

students are now more interested in being able to work while studying459. 

It is unclear whether this chance at having a job is mostly Arts-related (with the purpose 

of gradually entering the industry) or seen as a way for students to provide for themselves in 

order to cover expenses such as basic necessities and rent (regardless of the field), but the truth 

is gaining experience in the job market and saving money for the future is now seen as being 

rather important. On a side note, this is directly related to the location question, so that future 

alumni can support their stay close to the capital, Lisbon, therefore engaging in a lot more 

452 Ibid. 
453 Ibid. 
454 Ibid. 
455 Ibid. 
456 Ibid., 1st cht. on p. 5. 
457 Ibid. 
458 Ibid. 
459 Ibid. 
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chances at achieving success in the Arts job market. 

When asked about how they came into contact with the School’s curricula, newly enrolled 

students favored the following three options, from least to most important: 

1) School’s website;

2) Alumni feedback;

3) Friends and family feedback460.

The opinion of those closest to freshmen continues to be the main source for the latter’s 

interest in the School’s degrees, scored at 43.7%461. Not too far behind is the impression 

graduates pass on regarding their own experience, scored at 39.4%462. Lastly, the School’s 

website, seen here as being much more relevant than its social network profiles463 (considering 

they are all found online), is scored at 38%464. 

While attending the six-semester courses ahead and listing only the three highest scored 

factors, students expect to find, from least to most important: 

1) Employment Assurance;

2) Exchange Student Support;

3) Good Instructors465.

There is no question taking classes with duly qualified faculty continues to be the main 

concern demonstrated by freshmen, who scored this factor in 2015/16 at 52.1%466. 

The second most relevant factor, however, has nothing to do with the quality of the 

School’s infrastructure or being able to study undisturbed, like before – 40.9% of the newly 

enrolled students who took the survey favored their need for support regarding the possibility 

of studying abroad by the time of their senior year467, which might just be the first stage of 

internationalization as far as their future careers are concerned. Those planning to either stay 

from beginning to end at the HSTF-PIL or come back to the country after their exchange 

460 Ibid., 2nd cht. on p. 5. 
461 Ibid. 
462 Ibid. 
463 Ibid. 
464 Ibid. 
465 Ibid., 1st cht. on p. 6. 
466 Ibid. 
467 Ibid. 
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experience also want to make sure there is a job waiting for them after graduation, a factor that 

was scored at 33.8%468. 

468 Ibid. 
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2.1.1.1.3.2 Enrolled Students’ Assessment 

Generally speaking, the assessment students enrolled in the HSTF-PIL’s undergraduate 

degree in Theater made in 2014/15 is satisfactory, with an average of 3.4469 on a scale of 1 to 

5, which means that, compared to the previous year’s findings, there is a mere decrease of 0.1. 

Just like before, the highest scored criteria are related, for instance, to the Library and the 

Cafeteria’s operating conditions, scored at 4.1 and 3.9, respectively470. As far as the teaching-

learning paradigm is concerned, scores are slightly lower, but cannot be considered negative. 

For example, the curricula of the Bachelor’s Degree in Theater (All Options) are scored at 

3.4471, the courses’ practical skills at 3.5472, their general quality at 3.6473 and, most importantly 

(according to students), the management skills of the courses’ heads at 3.8474. On the other side 

of the scale lay aspects to the like of structural problems plaguing the facilities, together with 

the likelihood of finding a job within the field of study, both scored at 2.9475. 

Specifically speaking and as we comb through each semester, it is important to mention a 

total 75%476 of the School’s students (from both Departments and both the Bachelor’s and 

Master’s Degrees) – 323477 – took the survey about the quality of the CUs they were enrolled 

in at the time and their instructor’s teaching skills throughout the 1st Semester. More to the 

point, a total 180 Bachelor’s Degree in Theater students participated478 and, even though not 

everyone provided an answer, turnouts across all three Options were quite positive: all 64 1st 

Year actors gave their opinion479, together with 36 from the 2nd Year (75%480) and 25 from 

the 3rd Year (54%481). Regarding the designers, 92% of freshmen replied482, along with 91% 

of sophomores483 and 100% of seniors484. Lastly, and as far as producers go, there was a turnout 

of 90%, 91%, and 86% in the 1st, 2nd, and 3rd Years, respectively485. 

469 HSTF-PIL, 2015g, cht. on p. 27. 
470 Ibid. 
471 Ibid. 
472 Ibid. 
473 Ibid. 
474 Ibid. 
475 Ibid. 
476 HSTF-PIL, 2015e, tab. on p. 1. 
477 Ibid. 
478 Ibid. 
479 Ibid. 
480 Ibid. 
481 Ibid. 
482 Ibid. 
483 Ibid. 
484 Ibid. 
485 Ibid. 
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When asked about their thoughts on the several curricular units attended, the average 

turned out by students after adding the scores of the 10 criteria486 we have become familiar 

with by now is 3.8 on a scale of 1 to 5, which is unquestionably quite positive. The minimum 

score is 3.6, awarded to the students’ own performance in the CUs’ context487 and the 

connection between theoretical and practical components488. On the other hand, the maximum 

score is 4, awarded to the skills retrieved from CUs that can be used across the degree in 

general489. 

Instructor performance continues to be highly praised – a great deal more than CUs and 

obviously so, as they cannot function without the competence of the faculty behind them. Of 

the 10 criteria used to judge their instructors, students found an average of 4.2490. The lowest 

score is 3.9, having to do with the ability to motivate students491, whereas the highest is 4.5, 

regarding the instructors’ expertise492. Assessment of these last two sections is, without a doubt, 

irreprehensible. 

As students move along into the 2nd Semester, taking these surveys near completion of 

another term, their interest plunges deeply, which is troubling when seeking to maintain a 

coherent assessment of both CUs and their respective instructors. Turnouts range between an 

unremarkable 20% and 100%493, though the latter case is applicable only once494. 108 students 

enrolled in the Bachelor’s Degree in Theater (out of a possible 219) took part in the survey495, 

which means only 49% were dedicated to providing their answer (whether in full or just 

partially). 

While there is a slight decrease in the assessment of CU performance compared to the 1st 

Semester, results are generally positive, with an average of 3.6496 on a scale of 1 to 5 across all 

10 criteria in question. The lowest score, 3.5, is awarded yet again to factors such as the 

relationship between theory and practice, the number of credits and total number of working 

hours, the students’ global performance, and their motivation497. The highest score is 3.8, and 

486 Ibid., cht. on p. 2. 
487 Ibid. 
488 Ibid. 
489 Ibid. 
490 Ibid., 1st cht. on p. 4. 
491 Ibid. 
492 Ibid. 
493 HSTF-PIL, 2015f, tab. on p. 1. 
494 Ibid. 
495 Ibid. 
496 Ibid., 1st cht. on p. 2. 
497 Ibid. 
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it is awarded to the correlation between classroom activities and the CUs’ objectives498. 

As far as assessing the instructors’ performance is concerned, the average retrieved from 

the scores of the 10 criteria at play is 4.1499 on a scale of 1 to 5 (a meaningless decrease of 0.1, 

compared to the previous semester). The minimum score awarded was 3.8, related to student 

motivation on behalf of faculty500, whereas the maximum, 4.4, was given to punctuality501, 

with the expertise factor immediately behind, at 4.3502. 

498 Ibid. 
499 Ibid., 1st cht. on p. 3. 
500 Ibid. 
501 Ibid. 
502 Ibid. 
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2.1.1.1.3.3 Graduates’ Assessment 

The alumni who took the survey about both their professional situation and their opinion 

regarding the time they invested attending the HSTF-PIL’s undergraduate degrees completed 

their course in the academic year of 2013/14, as seen in the annual report for this subchapter503; 

the following are the results retrieved from the complete report on the topics in question504. 

Out of a total 91 graduates from both Departments505, 44 provided their answers506, being 

that 28 were Theater alumni507. Specifically speaking, 16 were actors508, 7 were designers509, 

and 5 were producers510. 

As far as their experience as students was concerned, there were 12 criteria to rate from “1 

– Very Inadequate”511 to “5 – Very Adequate”512. The top three factors alumni prioritized were,

from least to most important: 

1) Head of Course’s Management of the Degree;

2) Cafeteria Working Conditions;

3) Library Operating Conditions513.

Only the head of the degree’s management skills make it to the podium as a teaching-

learning criterion, scored at 3.7514; the other two are related to common areas shared by the 

whole of the school community with no direct influence over the students’ academic success. 

Still, the theoretical skills offered within the degree, their respective curricula, and the practical 

skills attained register positive scores (3.4, 3.4, and 3.6, respectively515). The average score 

awarded to all 12 criteria is 3.6 – a slight increase when compared to the previous school year. 

503 HSTF-PIL, 2015c, pp. 28 (final par.) and 29 (1st cht.). 
504 HSTF-PIL, 2014n. 
505 Ibid., p. 2. 
506 Ibid. 
507 Ibid., 1st cht. 
508 Ibid., 3rd cht. 
509 Ibid. 
510 Ibid. 
511 Ibid., cht. on p. 6. 
512 Ibid. 
513 Ibid. 
514 Ibid. 
515 Ibid. 
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2.1.1.1.3.3.1 Employability 

Far more interested in the former students’ professional status, the MQO-HSTF-PIL asks 

a great deal more details about employment, disregarding all the extra data that had been 

compiled in the first report concerning the matter at hand. 

By the time the 44 graduates of 2013/14 took the survey, a third claimed to be working516, 

whereas 15.4% were undertaking an internship517. The same percentage mentioned they had 

already been working but were unemployed at that moment518. 10.3% admitted they had been 

jobless ever since completing their degree519, while about a quarter stated theirs was a different 

situation520. 

Out of those who said were professionally active, the staggering majority – 76.9% – said 

they had managed to find a job only after graduation521; the remaining 23.1% were already 

employed prior to leaving the School522. 

As to the means through which employment was achieved, 30.8% revealed sending their 

resumé had been essential523, with the exact same percentage saying their job had been the 

consequence of an internship524. Yet another 30.8% replied “Other”525, with the remaining 

7.7% finding work via public announcements526. 

While these numbers are generally positive, we must not forget the sample on which they 

are based is relatively small, considering not every graduate takes part in the survey and, when 

they do, they do not always provide a complete answer. Also, by the time the report compiling 

the results is produced, the alumni’s employment situation is unlikely to remain the same, 

considering the vast majority – 46.2% – can only find a job every now and again527; 23.1% 

labor on a work-for-hire basis528, whereas 30.8% are evenly split between fixed and indefinite 

term contracts529. 

Still, when it comes to defining the field in which alumni are working, regardless of the 

516 HSTF-PIL, 2014n, 2nd cht. on p. 3. 
517 Ibid. 
518 Ibid. 
519 Ibid. 
520 Ibid. 
521 Ibid., 1st cht. on p. 4. 
522 Ibid. 
523 Ibid., 2nd cht. on p. 4. 
524 Ibid. 
525 Ibid. 
526 Ibid. 
527 Ibid., 1st cht. on p. 5. 
528 Ibid. 
529 Ibid. 
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agreement between them and their employers, a little over half – 53.8% – are indeed laboring 

within their fields of study530; 30.8% are working somewhat close to either Theater or Film531, 

leaving only 15.4% whose employment has nothing to do with either branch of the Arts532. 

Finally, and regarding the creation of new production associations, companies, or groups 

by alumni, none were registered during this particular time period533. 

530 Ibid., 2nd cht. on p. 5. 
531 Ibid. 
532 Ibid. 
533 HSTF-PIL, 2015c, tab. on p. 36. 
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2.1.1.1.3.4 SWOT Matrix 

The analysis of the HSTF-PIL’s strengths, weaknesses, opportunities, and threats made in 

the yearly report for the academic year of 2014/15 continues to be the same as those comprised 

in the previous two reports534. However, this was also the year the School’s latest Self-

Assessment Report was produced in order to inform the HE3A of the internal changes the 

Theater Department was planning to make regarding the Bachelor’s Degree in Theater – All 

Options curricula and request said agency’s approval535. Comprised in this very report is also 

a far completer and more accurate SWOT Matrix focusing especially on the Theater 

undergraduate courses536. Bearing this in mind, I shall now quote that section below: 

8.1.1 Strengths 

1) The HSTF-PIL’s Bachelor’s Degree in Theater’s reputation, both foreign and

domestic;

2) Qualified faculty, including instructors strongly and professionally connected

to the arts and PhDs;

3) Generically adequate and conceptually correct curricula;

4) Cooperation between options, thus miming the working conditions of a

professional body;

5) Increased educational attainment;

6) Connection between academic instruction and contemporary artistic

movements;

7) Strong bond between the School and external institutions, academic or not;

8) Connection to the artistic community;

9) New artistic and professional projects cluster;

10) Employment in the field;

11) Academic bodies’ good operating conditions537.

(2015, 232) 

534 HSTF-PIL, 2013c, 2014i, and 2015c, “4. Análise SWOT” [EN: SWOT Analysis/Matrix]. 
535 PIL, 2015, “10. Proposta de Reestruturação Curricular” [EN: Curricular Reformulation Proposal], pp. 

238-345. 
536 Ibid., “8. Análise SWOT do Ciclo de Estudos” [EN: SWOT Analysis of the Degree], pp. 232-234. 
537 My translation. 
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As we can see, these strengths do not focus as much on the School’s ability to attract a 

large community of fans and followers all over its social network pages and profiles (which, 

so far, have been generally irrelevant when newly enrolled students are asked about the main 

sources of information regarding their interest in the institution and its degrees538), but rather 

the HSTF-PIL’s fruitful relationship with professional bodies with which certain accords and 

protocols can be signed, thus offering students a better chance of insertion in the job market, 

even though the School takes into account “the national conjecture and the employment 

specificity of artists[,] which is to say a prospective student cannot apply to this institution 

bearing in mind the same employment expectations as any other would while applying to a 

different school, often seeking an artistic enrichment that will eventually provide [the alumnus] 

with an intermittent career in the long run, rather than a job in the short term” (2015c, 32)539,540. 

8.1.2 Weaknesses 

1) Excessive number of students/instructor deficit; this is a fundamental issue

restricting the application of better procedures: the School’s imposed numerus

clausus, directly related to its funding, mandates that an exaggerated number

of students, as far as artistic instruction in general and theater in particular are

concerned, may matriculate, unlike the systematically proven situation of the

HSTF-PIL’s European counterparts;

2) Progressively degrading working environment;

3) Somewhat of a structural and occasional curricula maladjustment, now

corrected in the proposal comprised in Section 6;

4) Taking part in R&D projects;

5) Having taken into account the student surveys created under the provisions of

the Management and Quality Office, the lowest numbers (though above 50%)

are [directly related to] the instructors’ ability to motivate students and

interdisciplinarity between CUs541.

(PIL, 2015, 232) 

538 Cf. diss. tops. 2.1.1.1.1.1, 2.1.1.1.2.1, and 2.1.1.1.3.1 – “Newly Enrolled Students’ Assessment”. 
539 My translation. 
540 All modifications in brackets – [] – are mine. 
541 Vide notes 539-540. 
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As made clear above, because of the School’s lack of financial self-sufficiency, 

subordinate to the PIL’s management, the constant increase in the number of students enrolled 

in the Bachelor’s Degree in Theater makes it difficult for instructors in general to motivate 

students (despite the generally positive results found when the latter assess the former’s 

performance), owing also to infrastructural issues in need of critical addressing. 

When it comes to the teaching-learning paradigm, however, changes were already 

underway while a great deal more were pending approval, as we will see further ahead. 

8.1.3. Opportunities 

1) Interdepartmental collaboration is the most promising opportunity as far as

promoting the School’s synergies and resources is concerned, together with

the indirect improvement of the Bachelor’s Degree in Theater, resulting in the

diversion of prospective students to other curricula;

2) Another opportunity to consider is based on the events resulting from the

School’s reputation and good relations kept with the artistic profession. The

Department Heads have been working on sealing partnerships that will allow

extracurricular internships at theater companies to take place, which has an

immediate effect on students’ future employability;

3) Financial constraints have been directing the School toward final presentations

also funded by external institutions;

4) From a faculty exchange and instruction updating point of view, we highlight

the events and dynamics resulting from the École des Écoles network;

5) Prospective student demand, facility conditions and a greater proximity to the

artistic environment imply the inevitable creation of an instructional core in

Lisbon;

6) The recent upgrade of faculty instruction as either specialists or doctors can

contribute to a more significant turnout in duly contextualized R&D projects;

7) Lastly, there is a clear opportunity resulting from the fact that the HSTF-PIL’s

Theater Department, awarding of Bachelor’s and Master’s Degrees in Theater,

also takes part in the awarding of a Doctoral Degree in Performing Arts and

Moving Image, thus integrating its curricula in all three higher degrees
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available542,543. 

(PIL, 2015, 233) 

There are two aspects I would like to highlight from the quote above, which will turn out 

to be rather important the moment I present my own curricular restructure proposal later, and 

those are nos. 1) and 5). 

Despite there being two Departments at the HSTF-PIL, they rarely cooperate and work 

together, something I have had the chance to demonstrate right from the beginning in this 

dissertation’s first chapter. The Higher Education Accreditation and Assessment Agency also 

highlights the issue in its latest assessment of the Bachelor’s Degree in Theater, which I am 

saving for the next chapter in order to better explain its mission and purpose. Regarded as an 

opportunity (from an external viewpoint), this is the chance for the School to turn it into one 

of its strengths (included in the internal assessment environment created by institutions 

themselves, regardless of their nature, e.g., academies, companies, etc.). 

Also, the realization the School itself makes of the country’s conjecture regarding the 

cultural sector and that the capital city is elementally where most everything in the artistic 

world takes place is key as far as coming up with a new curriculum (if not an entirely new 

degree) is concerned. 

8.1.4. Threats 

Constraints are mostly financial, preventing: 

1) The number of faculty required to establish adequate student/instructor ratios

in certain CUs;

2) The upgrade of technical equipment, namely IT, scene lighting, sound, and

multimedia technologies;

3) The necessary investments to make the School’s Grand Auditorium fully

operational and legal regarding the staging of spectacles;

4) Facility refurbishment;

542 My translation. 
543 All modifications in brackets – [] – are mine. 
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5) Equipment maintenance;

6) The increase of available budgetary funds for the production of curricular

public presentations, which constitute dedicated channels for the diffusion of

School activities with both a regional and local impact, not to mention they

are also important means of evaluation.

(PIL, 2015, 233-234) 

Similarly to the previously registered weaknesses, the School’s funding comes short of the 

much needed budget to stage quality presentations in which a great deal of students are 

involved, mostly due to the continued increase of the numerus clausus imposed by the 

Polytechnic Institute of Lisbon, of which Acting Option applicants take advantage. In 2012/13, 

there were a total 64 vacancies for the Bachelor’s Degree in Theater filled by 57 actors544; in 

2013/14, there were 51 Acting students for a total 75 vacancies545 and, finally, in 2014/15, the 

Acting Option filled 58 out of 81 vacancies546. Should any of the vacancies reserved for the 

other two Options (S&W Design and Prod. Mgmt) remain unfilled, they are reallocated to the 

Acting Option, the one with the most demand547. 

544 HSTF-PIL, 2013c, Tab. I, p. 16. 
545 Ibid., 2014i, Tab. I, p. 19. 
546 Ibid., 2015c, Tab. I, p. 26. 
547 Vide notes 544-546. 
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2.1.1.1.4 2015/16 

2.1.1.1.4.1 Newly Enrolled Students’ Assessment 

The yearly report for the 2015/16 term is the first presenting the findings for that exact 

same academic year as far as newly enrolled students are concerned548, which I have already 

covered in the previous subchapter, about 2014/15. 

The School’s Internal Quality Assurance System was four years old by the end of 2015/16 

and, despite the argument that “proceedings and result analyses have been streamlined [over 

the years] on account of a progressive availability of tools for online consult549,550” (HSTF-

PIL, 2016b, 33), the truth of the matter is that “there are necessarily essential [IQAS-HSTF-

PIL] components that have not yet been fully run in, namely as far as the monitorization, global 

report production, and decision-making domains are concerned, together with the involvement 

of the interested parties [and the lack thereof]551” (2016b, 33). 

This, however, is a persistent weakness verifiable all the way to the end of the 2018/19 

term, when the IQAS-HSTF-PIL completed seven years in the making552, for which reason 

“monitorization” and “global report production” were already well underway, regardless of the 

low turnouts from either freshmen, currently enrolled students, or alumni. 

Considering the same results pertaining to newly enrolled students are comprised in the 

yearly reports of both 2014/15 and 2015/16, it would be pointless to present them again, also 

because the diachronic cadence of demonstrating the findings of the following term was broken 

at this particular moment in time; synchronicity, however, is established in the yearly report 

for 2016/17553, as we will see when we come to that chapter of this dissertation. 

548 HSTF-PIL, 2015c and 2016b, 2nd cht. on p. 30 and 2nd cht. on p. 20, respectively. 
549 My translation. 
550 All modifications in brackets – [] – are mine. 
551 Vide notes 549-550. 
552 HSTF-PIL, 2017d, 2018az, and 2019L, pp. 37, 40, and 47, respectively. 
553 Ibid., 2017d, 2nd cht. on p. 24. 
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2.1.1.1.4.2 Enrolled Students’ Assessment 

The registered average of the HSTF-PIL’s Bachelor’s Degree in Theater operating 

conditions throughout the 2015/16 term was 3.3554 on a scale of 1 to 5, representing a decrease 

of 0.1 when compared to the previous academic year. 

The highest scored factors of the usual total 17 criteria continue to be related to the working 

conditions of the School’s Library (4.2555) and cafeteria (3.9556), together with the heads of 

degree’s management skills (3.8557) and practical skills attributed by the course (3.6558), 

whereas the lowest scored are comprised of the facility’s conditions (2.6559), ease of access to 

equipment (2.9560), timetables, and the likelihood of finding a job in the Performing Arts field 

(both at 3.1561). 

Regarding the 1st Semester, specifically, there were 207 students matriculated in the 

HSTF-PIL’s Theater Department’s Bachelor’s Degree (All Options)562, 160 of which took the 

survey concerning this first moment of the 2015/16 term563, resulting in a 77% turnout. Both 

designers and producers took part in full564, whereas the actors registered 82%, 74%, and 46% 

turnouts in the 1st, 2nd, and 3rd Years, respectively565. 

While the students’ assessment of their CUs is generally positive, the usual 10 criteria are 

often much closer to 3.5566 (on a scale of 1 to 5), rather than 4, which was the case in previous 

years. Still, the average retrieved from all these factors is 3.7567. The highest score, 3.8568, is 

awarded to aspects such as coherence between the CU’s objectives and classroom activities569, 

grasping of course-related contents570, and interdisciplinarity571. Globally speaking, CUs are 

scored at 3.7, as well as students’ motivation to attend them572. 

554 HSTF-PIL, 2016b, cht. on p. 17. 
555 Ibid. 
556 Ibid. 
557 Ibid. 
558 Ibid. 
559 Ibid. 
560 Ibid. 
561 Ibid. 
562 HSTF-PIL, 2016d, tab. on p. 1. 
563 Ibid. 
564 Ibid. 
565 Ibid. 
566 Ibid., cht. on p. 2. 
567 Ibid. 
568 Ibid. 
569 Ibid. 
570 Ibid. 
571 Ibid. 
572 Ibid. 
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As far as instructor performance is concerned, scores continue to excel, with an average of 

4.1573, also on a scale of 1 to 5. Punctuality, expertise, demandingness, and availability outside 

the classroom are the most prized criteria, scored at 4.4, 4, and 3.9, respectively574. The lowest 

of all 10 (though at 3.5) is the motivation issue575, which the School blames above all on the 

lack of sufficient funding, as we were able to see in the SWOT Matrix for 2014/15. 

When the 2015/16 term came to an end, the percentage of students taking part in the 

surveys at hand took a drastic decrease, as has been the tendency since the MQO-HSTF-PIL 

was first implemented. A total 220 students were still enrolled in their respective Bachelor’s 

Degree in Theater Options by the 2nd Semester576, though just a little over half – 114577 – 

showed enough dedication to take the survey (a turnout of 52%). The lowest turnout is that of 

3rd Year actors, at a mere 25%578. 

CU average is the same as in the 1st Semester, scored at 3.7, also featuring the same criteria 

as highlights579. 

It is instructor performance that becomes a great deal more important at this time, with 

scores ranging between 3.9 and 4.4580; it is, in fact, the criterion regarding student motivation 

on the instructor’s behalf that takes a significant climb, just 0.1 away from 4581. Despite 

financial constraints pointed out in the yearly report for 2015/16582, not only as far as facility 

degradation is concerned, but also pedagogical resources583, students seem to be happier while 

attending their 2nd Semester CUs, which is either the result of instructors’ refined strategies 

and approaches to teaching, or the general satisfaction of a smaller number of students taking 

part in the surveys, whose dedication might just be intertwined with the instructors’ skills as 

pedagogues, though this observation is but speculatory, as there are no indicators in the 

documentation used in this research pointing toward these ideas. 

573 Ibid., 1st cht. on p. 4. 
574 Ibid. 
575 Ibid. 
576 HSTF-PIL, 2016e, tab. on p. 1. 
577 Ibid. 
578 Ibid. 
579 Ibid., 1st cht. on p. 2. 
580 Ibid. 
581 Ibid. 
582 HSTF-PIL, 2016b, p. 35. 
583 Ibid. 
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2.1.1.1.4.3 Graduates’ Assessment 

Given this chapter focuses on the academic year of 2015/16, the alumni whose answers 

were retrieved in the context of graduate surveys are those who completed their course the term 

prior. Together with Theater and Film, the HSTF-PIL awarded bachelor’s degrees to 84 

people584, though only 32 took the time to reply585; 56.3% were Theater undergraduates586, 

comprised of 11 actors, 4 designers, and 3 producers587. 

Ratings concerning former students’ thoughts on the courses they attended register an 

average of 3.3 on a scale of 1 to 5588, which is still positive, but relatively close to neutral. The 

top three criteria (out of 12) are the School’s cafeteria and library working conditions, both 

scored at 4589, though the chart bar illustrating the library factor suggests 3.9590; either way, the 

cafeteria places first, as opposed to previous terms. The third most important criterion concerns 

academic affairs, at 3.6591, surpassing the theoretical skills offered by the course (3.4592), not 

to mention the practical skills (3.1593), once cherished as much as the head of degree’s 

management skills, now at a negative low of 2.9594. 

584 HSTF-PIL, 2016g, p. 2. 
585 Ibid. 
586 Ibid., 1st cht. on p. 2. 
587 Ibid., 3rd cht. on p. 2. 
588 Ibid., cht. on p. 6. 
589 Ibid. 
590 Ibid. 
591 Ibid. 
592 Ibid. 
593 Ibid. 
594 Ibid. 
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2.1.1.1.4.3.1 Employability 

Half of those surveyed (from both Departments) were working by the time they 

answered595; 20% were in the middle of an internship596, 16.7% were jobless since 

graduation597, and 13.3% were in an unspecified situation598. 

Out of the former students who claimed to have a job, the majority surprisingly stated they 

had found work before they had their degree in their hands (53.3%)599, as opposed to the 

answers provided to the same question in previous terms. 

As to the means through which they managed to secure a job (regardless of its duration), 

a staggering 60% chose not to disclose the actual circumstances600, despite the anonymity 

implied in the survey. Responding to public announcements, sending curricula, or becoming 

employed following an internship were usually the most common answers, but not this time, 

as the first two are tied at 13.3%601, while the latter registers 6.7%, matching the percentage 

attributed to help from instructors602. 

When it comes to the sort of contract former students sign with their employers (should 

they sign anything at all, mind), 46.7% claim the nature of their deal is but occasional603, with 

a tie between fixed term contracts and work-for-hire (20% each604). Lastly, the best situation 

of all is always the lowest scored, with 13.3% of responders on the job indefinitely605. 

Finally, and concerning the field in which they work, 60% of alumni, regardless of the 

nature of their agreement or duration, do have a job in either Theater or Film606. A little over a 

quarter states their employment has nothing to do with the field607, whereas 13.3% claim they 

are working somewhat close to the Performing Arts608, which is a game changer (compared to 

previous terms), but not in the best sense of the idiom, as all the more graduates feel the need 

to take up a job in completely unrelated fields to those they studied and invested in, either on 

their own, with the help of welfare services, or via their family’s support (partially or in full), 

595 HSTF-PIL, 2016g, 2nd cht. on p. 3. 
596 Ibid. 
597 Ibid. 
598 Ibid. 
599 Ibid., 1st cht. on p. 4. 
600 Ibid., 2nd cht. on p. 4. 
601 Ibid. 
602 Ibid. 
603 Ibid., 1st cht. on p. 5. 
604 Ibid. 
605 Ibid. 
606 Ibid., 2nd cht. on p. 5. 
607 Ibid. 
608 Ibid. 
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regardless of kinship, mostly so they can afford to stay in Lisbon and intermittently work in a 

professional artistic environment, as per the School’s own observations in its Self-Assessment 

Report609, thus leading them to a gradual build-up of their career610. 

609 PIL, 2015, “8.1.3 Oportunidades” [EN: Opportunities], p. 233. 
610 HSTF-PIL, 2016b, “Pontos Fracos” [EN: Weaknesses], p. 22.  
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2.1.1.1.4.4 SWOT Matrix 

Even though both the internal and external environment assessments of the HSTF-PIL over 

the years comprise the same strengths/weaknesses and opportunities/threats, respectively (apart 

from the more elaborate 2014/15 analysis embedded in the School’s Self-Assessment Report), 

it should be highlighted, as the institution itself does, that: 

Survey turnouts regarding the former’s completion by students were satisfactory, 

considering they are taken exclusively online [as an optional task], leaving students at 

liberty to either leave them blank and/or ignore them [entirely], depending on their 

own self-motivation611,612. 

(2016b, 35-36) 

This argument constitutes a plausible justification for the verified difficulty in monitoring 

students’ opinions as far as their CUs, instructors, Option, degree, and the School as a whole 

are concerned, though the pointed-out issues are eventually observed by the institution’s 

bodies, and not just necessarily the Board of Councilors, for instance, as shown below: 

Even though the HSTF-PIL is certain “it is not possible to [fully consider] 

statistics with small [turnout] numbers”, the Presidency, the Higher Management 

Council, and [the other] competent bodies have taken them into account and will 

address them appropriately613. 

(2016b, 35) 

611 My translation. 
612 All modifications in brackets – [] – are mine. 
613 Vide notes 611-612. 
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2.1.1.1.5 2016/17 

2.1.1.1.5.1 Newly Enrolled Students’ Assessment 

The yearly report produced by the MQO-HSTF-PIL for the 2016/17 term contains a great 

deal more detailed information regarding the enrolment process than any of its predecessors, 

and the following are the reasons given for doing so: 

For the first time ever in the history of past activity reports, we chose to analyze 

data related to undergraduate degree admissions according to access scheme. Data 

concerning the main access schemes is presented herein, being the general scheme the 

most important, as it is the main access scheme, [therefore] conditioning the numerus 

clausus614 set for the remaining schemes. 

Other access schemes are special tenders [tailored] for 23+ and higher degree 

holders[;] transfer applicant data is managed separately. Neither special schemes nor 

tenders, such as those addressed at [incoming] exchange students, constitute any 

statistical relevance, as there are barely any applicants. 

The main reason for discriminating data by access scheme seeks to force their 

respective analysis, when applicable, into modifying the criteria defining the total 

vacancy number for each of these schemes in the future, considering the legal 

limitations imposed615,616. 

(2017d, 17) 

That said, and after adding the numbers present in the tables following the explanation 

above617, a total 68 freshmen were enrolled in the HSTF-PIL’s Bachelor’s Degree in Theater 

at the beginning of the 2016/17 term618, 59 of which were actors619, 3 were designers620, and 6 

were producers621, thus leading the S&W Design Option to a new low, more commonly 

registered by the Prod. Mgmt. Option over the years ever since data concerning this matter 

614 My italics. 
615 My translation. 
616 All modifications in brackets – [] – are mine. 
617 HSTF-PIL, 2017d, tabs. on pp. 18-19. 
618 Ibid. 
619 Ibid. 
620 Ibid. 
621 Ibid. 
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began being collected by the MQO-HSTF-PIL622. Because the S&W Design and Prod. Mgmt. 

Options did not fill the total number of vacancies available for each, the latter had to be 

reallocated to the Acting Option, the one with the most demand (with a total 246 applicants 

from all access schemes in 2016/17 alone623), increasing the initial number of enrolled actors 

to a total 62 – 3 more624. 

When it came to taking the newly enrolled students survey, however, only 39 Theater 

freshmen625 invested their time in doing it, 31 of which were actors626, 5 were producers627, 

and 2 were designers628. 

Among the main reasons for choosing the HSTF-PIL’s courses, 1st Year students 

mentioned the usual three, listed below from least to most important: 

1) Course’s Good Practical Approach;

2) Vocation;

3) Life Project629.

Once they decide this is what they wish to do throughout their lifetime, new students have 

no doubts about putting the Performing Arts in first place as their principal goal or 

achievement, scored in this particular moment at 53.1%630. The underlying cause for this choice 

comes second in the form of a calling, scored at 34.6%631. Finally, it is the practical approach 

both the Theater and Film degrees take at the School that motivate prospective students into 

applying, with a total score of 25.9%632. We can thus assert that, together, these factors have 

kept a strong cadence over the years. 

As for the concrete reasons for choosing the HSTF-PIL over other institutions offering 

similar degrees, freshmen highlighted the following, from least to most important: 

1) Location;

622 Ibid. 
623 Ibid. 
624 HSTF-PIL, 2017f, tab. on p. 1. 
625 HSTF-PIL, 2017e, 1st cht. on p. 2. 
626 Ibid., 2nd cht. on p. 2. 
627 Ibid. 
628 Ibid. 
629 Ibid., 2nd cht. on p. 4. 
630 Ibid. 
631 Ibid. 
632 Ibid. 
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2) Academic life and convivial quality;

3) Prestige633.

The School’s reputation among newcomers remains solid, pointed out as the clear victor 

with 59.3%634, seconded by the return of the importance regarding the living of a good life 

during attendance, shared with the remainder of the academic community, at 19.8%635. Lastly, 

location regains relevance as part of the top three, having been chosen by 16% of those 

surveyed636. 

Regarding the sources for their first contact with the School, 2016/17 freshmen mentioned 

they had been influenced by, from least to most important: 

1) School’s website;

2) Alumni feedback;

3) Friends and family feedback637.

Newly enrolled students continue to find support regarding their application to the HSTF-

PIL especially among friends and relatives, scoring 50.6%638. The opinion of former students 

comes second, scored at 40.7%639. Finally, information collected from the School’s website 

keeps playing a key role in the decision of prospective students, a factor chosen by 23.5%640. 

The question that followed had to do with the top three factors to be privileged during 

attendance, and those are, from least to most important: 

1) Exchange Student Support;

2) Well-Maintained Facilities (Classrooms and Educational Support);

3) Good Instructors641.

Without a question, having qualified faculty teach at the School is a criterion whose 

633 Ibid., 1st cht. on p. 5. 
634 Ibid. 
635 Ibid. 
636 Ibid. 
637 Ibid., 2nd cht. on p. 5. 
638 Ibid. 
639 Ibid. 
640 Ibid. 
641 Ibid., 1st cht. on p. 6. 



146 

importance is constant, as pointed out by 45.7% of those surveyed642, immediately followed by 

working environment conditions provided by the facilities themselves, despite the degradation 

registered over time, mentioned by 28.4%643. Finally, the chances of becoming outgoing 

exchange students in the future are also turning out to be all the more prioritized, chosen by 

21% (ex-aequo with library and global operating conditions644). 

642 Ibid. 
643 Ibid. 
644 Ibid. 
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2.1.1.1.5.2 Enrolled Students’ Assessment 

Following their experience during the 2016/17 term, freshmen, sophomores, and seniors 

from the HSTF-PIL’s Bachelor’s Degree in Theater (All Options) globally rated the course 

with an average 3.3 on a scale of 1 to 5645. 

Among the top criteria chosen by students are the Library, Student Services, and the 

practical skills gifted by the degree (4.2 and 3.6 for the latter two, respectively646). Registering 

lower scores are facility degradation, ease of access to didactic equipment (2.8 each647), and 

timetable organization (together with the Foreign Relations and Production Offices, all scored 

at 3.1648). 

Delving into a more specific assessment of criteria (the teaching-learning-related, namely), 

1st Semester turnouts for the survey at hand range from 39% (senior actors649) to 100% 

(occurring only 3 times out of a possible 9, none of which among actors, the most populated 

Option650). 

The readings obtained from the results show CUs are globally scored at an average 3.7651 

on a scale of 1 to 5. There are no criteria scored below 3.6 (such as assessment methodologies, 

relationship between theory and practice, and available documentation652), whereas the 

maximum is a satisfactory 3.8 (awarded to CUs’ contribution for the acquiring of skills in the 

course’s context and the connection with other units653). 

As for instructor performance, I found an average of 4.1654 after adding the results of the 

usual 10 criteria under evaluation, being the lowest score 3.8, though it occurs only once, 

having to do with the instructor’s ability to motivate students655 because of the reasons already 

highlighted in previous terms. Faculty expertise and punctuality are still in the lead, both scored 

at 4.3656. Most of the time, the score is a round 4657, awarded not only to the instructors’ global 

performance, but also to classroom-related factors658. 

645 HSTF-PIL, 2017d, cht. on p. 25. 
646 Ibid. 
647 Ibid. 
648 Ibid. 
649 HSTF-PIL, 2017f, tab. on p. 1. 
650 Ibid. 
651 Ibid., cht. on p. 2. 
652 Ibid. 
653 Ibid. 
654 Ibid., 1st cht. on p. 4. 
655 Ibid. 
656 Ibid. 
657 Ibid. 
658 Ibid. 
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In the second and final half of the 2016/17 term, a total 216 students were attending the 

Bachelor’s Degree in Theater (All Options)659, but only 100 took the CU and Faculty 

Performance surveys660, which would be 46.3%. If 3rd Year actors had not cared about the 

questions at hand the semester prior, it eventually turned out to be far worse, with a 26.5% 

turnout661; sophomore designers were the only ones to reach 100%662. 

The average score awarded to 2nd Semester CUs was 3.7663 on a scale of 1 to 5, being the 

lowest score 3.6, awarded to the synchronicity between theory and practice664, whereas 3.8 is 

the global score for most criteria665. 

Regarding faculty performance, there is an average of 4.1666 collected from the 10 criteria 

scrutinized; global performance registers 4.1667, being the highest score (4.4) attributed to 

punctuality and expertise668. Yet again, the ability to motivate students is the lowest (though 

positive), at 3.8669. 

659 HSTF-PIL, 2017g, tab. on p. 1. 
660 Ibid. 
661 Ibid. 
662 Ibid. 
663 Ibid., tab. on p. 2. 
664 Ibid. 
665 Ibid. 
666 Ibid., 1st tab. on p. 4. 
667 Ibid. 
668 Ibid. 
669 Ibid. 
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2.1.1.1.5.3 Graduates’ Assessment 

The alumni who took the surveys regarding their general satisfaction with the course they 

attended saw their graduation take place in the 2015/16 term and, out of a total 102 former 

students from both the Theater and Film undergraduate degrees of the HSTF-PIL, only 32 

provided their answers670. According to the first chart illustrating this information, however, 

two alumni are missing, as only 15 from each course can be seen, reducing the total to 30671. 

Immediately below, we continue to witness a total 15 Film alumni672, but the third chart shows 

only 14 Theater graduates673, reducing the total even further to 29 former students from the 

HSTF-PIL’s two Departments, not to mention there are two who had supposedly been enrolled 

in the extinct Dramaturgy Option of the Bachelor’s Degree in Theater674. 

After obtaining confirmation from both the “Enrolment” and “Readmissions” sections of 

the 2015/16 Activity Report675, I can state without question there were no Dramaturgy students 

enrolled at this time, for which reason the pie chart displaying the opposite contains flawed 

information. Still, that small a difference does not interfere with the results concerning these 

alumni’s global opinion regarding their attendance experience, which is why, out of the 12 

usual criteria, the retrievable average is a nearly neutral 3.1 on a scale of 1 to 5, being the lowest 

possible score equivalent to “Very Inadequate” and the highest “Very Adequate”676. 

The top three factors are related to common areas shared by both the Theater and Film 

Departments, having nothing to do with the teaching-learning paradigm, focusing, rather, on 

the Library, cafeteria, and general services’ working conditions, scored at 3.8, 3.7, and 3.3, 

respectively677. Other criteria such as the head of degree’s management skills, practical skills 

awarded by the degree, curricula, or the course’s general quality are either below or equal to 

3678, therefore showing clear evidence of a gradual decrease compared to earlier terms. The 

total time courses take in students’ lives seem to be the worst, however, at 2.6, together with 

ease of access to equipment, deemed necessary (if not integral) throughout students’ 

attendance679. 

670 HSTF-PIL, 2017i, par. on p. 2. 
671 Ibid., 1st cht. on p. 2. 
672 Ibid., 2nd cht. on p. 2. 
673 Ibid., 3rd cht. on p. 2. 
674 Ibid. 
675 HSTF-PIL, 2015i, “2.1.3.1.2 Frequências” and “2.1.3.1.3 Reingresso”, pp. 19-21. 
676 HSTF-PIL, 2017i, cht. on p. 6. 
677 Ibid. 
678 Ibid. 
679 Ibid. 
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2.1.1.1.5.3.1 Employability 

Ever since completion of their degree, 41% of alumni had a job680, followed by a quarter 

who had already been working, but at the time of taking the survey were jobless681. 18.8% 

chose not to disclose their current circumstances regarding the job market682, whereas 9.4% 

claimed they were taking up an internship683. Lastly, 6.3% had not yet found a job at all684. 

Out of those employed, 61.5% had only begun their professional activity following their 

graduation685, whereas the remaining 38.5% had begun working still during attendance of their 

degree686. 

As to the means via which employment was achieved, the majority (46%, in this case) 

continued to claim “Other” for an answer687, seconded by public announcements – 38.5%688. 

Getting a job following an internship and obtaining help from instructors were tied, totaling 

14.1%689. 

Regarding the type of contract signed between alumni and employers, there is a tie between 

work-for-hire, occasional gigs, and indefinite contracts, totaling 69%690; 31% claimed to have 

signed a fixed term contract691. 

Nearly half of the graduates employed at the time were working in their field of study692, 

seconded by 31% who were inserted in an unrelated sector of the job market693. Lastly, 23% 

were working somewhat close to the Performing Arts694. 

The best solution to starting a career in Theater, particularly, is for alumni to create a 

structure of their own, which is what the table across pp. 29-30 of the 2016/17 yearly report695 

shows us, there being a total 25 associations, groups, and companies operating at that 

moment696 – 10 more since I last spoke about this particular employability factor. 

680 HSTF-PIL, 2017i, 2nd cht. on p. 3. 
681 Ibid. 
682 Ibid. 
683 Ibid. 
684 Ibid. 
685 Ibid., 1st cht. on p. 4. 
686 Ibid. 
687 Ibid., 2nd cht. on p. 4. 
688 Ibid. 
689 Ibid. 
690 Ibid., 1st cht. on p. 5. 
691 Ibid. 
692 Ibid., 2nd cht. on p. 5. 
693 Ibid. 
694 Ibid. 
695 HSTF-PIL, 2017d. 
696 Ibid. 
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2.1.1.1.5.4 SWOT Matrix 

Despite its five-year existence, the MQO-HSTF-PIL registers no changes regarding the 

IQAS or the School itself, presenting the exact same strengths, weaknesses, opportunities, and 

threats, as can be seen after a comparison made between the first yearly report in 2012/13 and 

all the others that followed up to this moment697. 

697 HSTF-PIL, 2013c, 2014i, 2015c, 2016b, and 2017d, “Análise SWOT” [EN: SWOT Analysis/Matrix]. 
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2.1.1.1.6 2017/18 

2.1.1.1.6.1 Newly Enrolled Students’ Assessment 

The 2017/18 term marks the beginning of the new curricula reform made to the HSTF-

PIL’s Theater Department’s Bachelor’s Degree – All Options, submitted to the HE3A in the 

2014/15 Self-Assessment Report, of which I have already spoken and will analyze in greater 

detail throughout this dissertation’s next chapters. 

A total 77 vacancies were made available to be filled by prospective students698, 37 of 

which were meant for actors699, 21 for designers700, and 19 for producers701. By December 31st, 

2017, 54 freshmen were enrolled in the Acting Option702, while 10 were attending the S&W 

Design Option703 and 14 had matriculated in Prod. Mgmt704. These numbers also account for 

students who were readmitted705, leading, thusly, to a total 78 Theater freshmen. As we can see 

yet again, vacancies saved for the S&W Design and Prod. Mgmt. Options are hardly ever filled, 

being the remainder allocated to the Acting Option, which registered 231 applicants706 to the 

term in question, which means approximately 69% of undergraduate Theater students were 

actors, putting somewhat of a strain on the Option: 

The Acting Option, though registering a negative annual variation, shows numbers 

beyond expected and above average for the last 8 years, demonstrating a clearly 

positive rate. This Bachelor’s Degree Option preserves its dynamic when compared to 

the Set & Wardrobe Design and Production Management Options, absorbing the 

latter’s extra vacancies (especially within the general access scheme), so as to fulfill 

the Bachelor’s Degree in Theater’s primordial purpose of filling all general access 

scheme vacancies. 

Because of the degrading indicators directly related to the Set & Wardrobe Design 

and Production Management Options, this issue has been placing a bit of a strain on 

the Acting Option, systematically taking in a number of applicants far beyond 

698 HSTF-PIL, 2018az, tab. 1.2, p. 17. 
699 Ibid., tab. 1.2.1, p. 18. 
700 Ibid., tab. 1.2.2, p. 18. 
701 Ibid., tab. 1.2.3, pp. 18-19. 
702 Vide note 699. 
703 Vide note 700. 
704 Vide note 701. 
705 Vide notes 699-701. 
706 Vide note 698. 
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expected, reflecting of the number of currently attending students in the medium and 

long runs707. 

(HSTF-PIL, 2018az, 23) 

Out of the total 54 freshmen enrolled in all three Options awarded by the Bachelor’s 

Degree in Theater, 35 took the surveys especially addressed to them, equivalent to a 63.6% 

turnout708. The majority was made of actors, totaling 21, followed by 14 producers and 4 

designers709. 

The top three criteria valued the most by newly enrolled students when it comes to 

choosing the HSTF-PIL’s degrees continue to be the same, listed below from least to most 

important: 

1) Course’s Good Practical Approach;

2) Vocation;

3) Life Project710.

Doing either Theater or Film across their lifetime is the clear winner among freshmen, 

having been chosen by 74.5%711, followed by 52.7% who regard these two branches of the Arts 

as the fields they were born to work in712. Lastly, the practical side of both degrees is cherished 

and acknowledged enough by newly enrolled students to have been chosen by 43.6% of those 

surveyed713. 

As far as the top three reasons for picking the School itself are concerned, those are the 

following, from least to most important: 

1) Location;

2) Academic life and convivial quality;

3) Prestige714.

707 My translation. 
708 HSTF-PIL, 2018ba, 1st tab. on p. 2. 
709 Ibid. 
710 Ibid., 1st tab. on p. 4. 
711 Ibid. 
712 Ibid. 
713 Ibid. 
714 Ibid., 2nd tab. on p. 4. 
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The HSTF-PIL’s reputation precedes it, no doubt about it, taken into consideration by 

approximately 78% of freshmen surveyed715. Comradery and the academic environment in 

general place second, with a total 31.5%716, being the location factor the third most important 

criterion, chosen by nearly 30%717. 

Newly enrolled students eventually find out about the School via the same top three 

channels of always, which would be, from least to most important: 

1) School’s website;

2) Alumni feedback;

3) Friends and family feedback718.

Relative support, along with that of those close to applicants, takes the lead, chosen by 

65.5%719. Also, there is never disregard for graduates’ opinions, whose experience is 

considered by almost 44%720. Lastly, the institution’s online presence (excluding its social 

network pages and profiles) is taken into account by 34.5%721. 

As far as attendance is concerned, freshmen value the following three criteria the most, 

from least to most important: 

1) Good Library;

2) Employment Assurance;

3) Good Instructors722.

Having qualified faculty available to pass on their expertise has always been the top 

priority, and this term was no different, chosen by 61.8%723. Prospects over a career within the 

field keep garnering more importance, for which reason said factor places second, at 40%724. 

Finally, a resourceful library seems to have peaked freshmen’s interest, scoring 30.9%725. 

715 Ibid. 
716 Ibid. 
717 Ibid. 
718 Ibid., 1st tab. on p. 5. 
719 Ibid. 
720 Ibid. 
721 Ibid. 
722 Ibid., 2nd tab. on p. 5. 
723 Ibid. 
724 Ibid. 
725 Ibid. 
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2.1.1.1.6.2 Enrolled Students’ Assessment 

By the end of the 2017/18 term, students from all curricular years and Options of the 

Bachelor’s Degree in Theater rated their course’s global operating conditions at an average 3.4 

on a scale of 1 to 5, after considering all 17 criteria used to measure the main members of the 

academic community’s satisfaction726. Compared to the previous term, there is a minor increase 

of less than 0.1. Still, it is undeniable this number is somewhat far from neutrality. 

As I looked at the top-scored factors, I managed to realize aspects such as the Library’s 

working environment continues to take the lead, scored at 4.3727, though other spots in the 

School shared by both Departments have taken somewhat of a dive, which would be the case 

of the cafeteria and the External Relations Office (scored 3.2 and 3, respectively728). 

Within the teaching-learning paradigm, we can see the quality of the degree’s curricula 

took a turn for the better, even though the registered increase is of but 0.2, tallying 3.7729. The 

general quality of the degree is, in fact, superior to just the curricula factor, just 0.2 away from 

a 4 rating730. Skills conferred upon students by the degree, both theoretical and practical, are 

also positive (3.8 and 3.9, respectively731), together with the head of degree’s management 

skills of the course, reaching a full 4732. Ease of access to equipment within a didactic context 

is somewhat troubling, registering a 2.9 score733. 

At the time of this dissertation’s redaction, no data concerning the term’s 1st Semester had 

been made available, specifically that directly related to CU and Instructor Performance, but I 

am able to present the findings of the 2nd Semester, by the end of which students had had a 

full term’s experience with their new curricula. Out of a possible 211 undergraduate Theater 

students734, only 62 gave their opinion by the end of term, equivalent to a mere 29.4%735. The 

lowest turnout, surprisingly, was that of freshmen actors – 13.5%736; none of the remainder 

reached 100%737. 

726 HSTF-PIL, 2018az, cht. on p. 26. 
727 Ibid. 
728 Ibid. 
729 Ibid. 
730 Ibid. 
731 Ibid. 
732 Ibid. 
733 Ibid. 
734 HSTF-PIL, 2018bb, tab. on p. 1. 
735 Ibid. 
736 Ibid. 
737 Ibid. 
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CU average performance tallies 3.8 on a scale of 1 to 5738, being that exact value the 

mode739, attributed to criteria such as the CUs’ global performance, students’ motivation, or 

the latter’s performance740. Coherence between the CUs’ objectives and classroom activities 

take the top score, at 4741, whereas the lowest is a positive 3.7, awarded to the connectivity 

between theory and practice within the same CU742. 

As for instructors, their global performance totals 4.1743. The scores for each criterion are 

more heterogeneous in this case, being the top result 4.4, given to punctuality and expertise744. 

The lowest score is 3.7 and is awarded to the persistent motivation issue745, still on account of 

financial constraints, according to the MQO-HSTF-PIL (which I will confirm up next, after 

going through the updated SWOT Matrix for this term). 

738 Ibid., 1st tab. on p. 2. 
739 Ibid. 
740 Ibid. 
741 Ibid. 
742 Ibid. 
743 Ibid., 1st tab. on p. 3. 
744 Ibid. 
745 Ibid. 
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2.1.1.1.6.3 SWOT Matrix 

Taking a closer look at the School’s analysis of its strengths, weaknesses, opportunities, 

and threats by the end of the 2017/18 term produced a few more observations in addition to 

those that have been listed since 2012/13 and, while not all assessment categories were the 

object of an update, there are new strengths the institution managed to achieve, and those are: 

1) Most staff members’ motivation and polyvalence;

2) Staff proximity to faculty and students;

3) Adequate facilities (despite the difficulties in maintenance and the acquiring

of new equipment);

4) The existence of infrastructures favoring a dynamic academic community: a

resourceful library with an extended schedule and a rich collection (especially

on account of donations), a bar and cafetorium, screening rooms, a grand

auditorium with the potential to serve the local community, a common room

for the student body, [and] free access computers;

5) Possible use of certain sectorial rooms within the School on a 24-hour basis

(depending on previous approval via the appropriate request form), allowing

progress on certain tasks, together with students’ ongoing instruction746,747.

(2018az, 40) 

These five new strengths listed in this term’s IQAS-HSTF-PIL report are more inclusive 

of staff, who are naturally essential to keep the institution running smoothly as academic 

activities progress, though the members of staff students have been cherishing the most for 

nearly a decade up to this point are the ones who are a part of the Library, whose working 

conditions have always been on top of others such as the External Relations Office or both 

Departments’ Production Offices, as seen in the general working conditions charts yearly 

reports are comprised of and from which I have been retrieving the necessary data to observe 

the assessment made by enrolled students. 

Regarding new weaknesses, those are listed immediately below: 

746 My translation. 
747 All modifications in brackets – [] – are mine. 
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1) Deficit in internal communications;

2) Conceptual website limitations – i.e., it is impossible to speed up the updating

of contents by the people directly responsible, so as to optimize access to them;

3) Staff’s scarce professional instruction specifically addressed at performing

certain duties, on account of a lack of job market supplying and budgetary

problems;

4) Planning problems;

5) Delay in the operationalization of specific software made for the collection of

statistical data directly retrieved from the ComQuest/SiGES748 platform;

6) Delay in [new equipment] purchases;

7) General financial issues mainly conditioning of available hardware and

software upgrades and the purchasing of new, up-to-date equipment in the

Theater (stage lighting, sound, and new digital media technologies) and Film

(digital technologies related to motion picture production) fields749,750.

(2018az, 41) 

Content streamlining and planning issues are directly connected to the lack of funds the 

School feels are necessary for the institution to promptly respond to the needs of the academic 

community, which is why buying new equipment to replace older technologies or even the lack 

thereof is harmful to the maintenance of much needed quality as far as the progression of 

curricular activities is concerned, thus making it difficult for instructors to motivate students 

just as much. 

When it came to the external environment spheres of assessment, i.e., opportunities and 

threats, no new factors were registered once the 2017/18 term was over751. 

748 Sistema de Gestão do Ensino Superior [EN: Higher Education Management System]. 
749 My translation. 
750 All modifications in brackets – [] – are mine. 
751 HSTF-PIL, 2018az, “3.3 Oportunidades” and “3.4 Constrangimentos”, pp. 42-43. 
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2.1.1.1.7 2018/19 

2.1.1.1.7.1 Newly Enrolled Students’ Assessment 

The final statistical data regarding the opinion of the HSTF-PIL’s Bachelor’s Degree in 

Theater’s students, all the way from freshmen to seniors, is the one retrieved throughout the 

2018/19 term, which is revealing of an entire decade of assessment made specifically by these 

members of the academic community (even though the IQAS-HSTF-PIL was only 

implemented in 2012/13, I should stress once again the available data goes all the way back to 

the 2008/09 term, as we have seen thus far), including all changes made to the degree, 

regardless of how small or game-changing they turned out to be (the latter case would be the 

one where the 2017 reform fits). 

This constitutes one of the major and most important sources used in this project, 

considering the samples found each term in each survey, regardless of the numbers, would 

always be far more representative of students’ feelings toward the School in general and the 

degree in particular, rather than individual new questionnaires or anonymous surveys produced 

by myself, as they (especially the latter) already exist and are validated by the institution itself, 

shared with the general public via its website. 

At the start of the 2018/19 term, there were a total 89 vacancies to fill in the context of the 

Bachelor’s Degree in Theater – All Options752, including 14 set aside for readmissions753; 39 

were meant for actors754, 26 for designers755, and another 26 for producers756. 

By December 31st, 2018, however, there were 61 actors757, 6 designers758, and 6 

producers759, tallying 73 new students. Despite the absorption of the S&W Design and Prod. 

Mgmt. Options’ vacancies by the Acting Option following reallocation (thus totaling a possible 

79 actors alone), there was a remainder of 18 left to fill, as not all 80 applicants authorized to 

enroll in Acting760 moved on to matriculation. 

When the time came to take the surveys addressed at freshmen, only 27 new Theater 

752 HSTF-PIL, 2019L, tab. 1.2, p. 17. 
753 Ibid. 
754 Ibid., tab. 1.2.1, p. 18. 
755 Ibid., tab. 1.2.2, p. 18. 
756 Ibid., tab. 1.2.3, p. 19. 
757 Vide note 754. 
758 Vide note 755. 
759 Vide note 756. 
760 Vide note 754. 
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students did so761, resulting in a 37% turnout. The numbers reveal 21 were actors762, 4 were 

designers763, and 1 was a producer764 (which also means there is one student missing from this 

table’s results). 

Regarding the reasons for choosing the HSTF-PIL’s degrees, the top three answers, from 

least to most important, are as follows: 

1) Course’s Good Practical Approach;

2) Life Project;

3) Vocation765.

With both Theater and Film students combined, 66% of those surveyed mentioned the 

Performing Arts were what they were meant to do in life766, eventually surpassing what they 

wanted to do, which would be the formerly reigning “Life Project” factor, though it did not 

stay far behind, having been chosen by 62%767. The courses’ practical component continues to 

be the third most important criterion, selected by 50%768. 

As to why they chose the HSTF-PIL itself, freshmen from both Departments stated the 

following reasons, listed from least to most important: 

1) Location;

2) Academic life and convivial quality;

3) Prestige769.

The institution’s reputation remains unshakable, made victorious this term by 84%770, 

followed by the most frequent criterion to place second – quality of life in an academic context, 

chosen by a much smaller percentage of newly enrolled students, tallying 30%771. Finally, the 

School’s location is the third most important factor of choice, as was most of the time 

761 HSTF-PIL, 2019m, 1st tab. on p. 2. 
762 Ibid. 
763 Ibid. 
764 Ibid. 
765 Ibid., 1st tab. on p. 4. 
766 Ibid. 
767 Ibid. 
768 Ibid. 
769 Ibid., 2nd tab. on p. 4. 
770 Ibid. 
771 Ibid. 
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throughout the decade, scoring 28%772. 

When asked about the main sources of information on the institution, applicants mostly 

sought, from least to most important: 

1) The School’s website;

2) Alumni feedback;

3) Friends and family feedback773.

Support from those closer to applicants holds steadily as the main reason to ask about the 

School, chosen by 62%774. Graduates’ experience places second, though with a much smaller 

percentage (considering the reduced number of people taking the survey, making results far 

more heterogeneous at this time), totaling 30%775. Lastly, the School’s website is regarded as 

the most reliable source directly connected to the institution, chosen by 28%776, in detriment 

of social network pages and profiles (or even the media). 

The best features to consider during attendance are as follows, from least to most 

important: 

1) Employment Assurance;

2) Well-Maintained Facilities (Classrooms and Educational Support);

3) Good Instructors777.

Having good instructors throughout the duration of the course is still ahead of all other 

criteria, a factor valued by 51% of those surveyed778. The refurbishment of the facility itself 

comes second, chosen by 34.7%779. Finally, having the School guarantee students will be 

employed by the end of their enrolment placed third with a total 30.6%780. 

772 Ibid. 
773 Ibid., 1st tab. on p. 5. 
774 Ibid. 
775 Ibid. 
776 Ibid. 
777 Ibid., 2nd tab. on p. 5. 
778 Ibid. 
779 Ibid. 
780 Ibid. 
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2.1.1.1.7.2 Enrolled Students’ Assessment 

By the end of the 2018/19 term, freshmen, sophomores, and seniors from the HSTF-PIL’s 

Bachelor’s Degree in Theater – All Options assessed their degree with an average 3.4781 on a 

scale of 1 to 5, representing a slight increase of about 0.6 compared to the previous academic 

year. 

One of the positive observations I can withdraw from the findings in the chart about the 

course’s global operating conditions is that a few more teaching-learning paradigm-related 

aspects have climbed higher in the scale as is the case, for instance, of the degree’s general 

quality, which rose up to 4782, together with other factors such as practical skills offered by the 

course783, the head of degree’s management skills784, and the curricula (the latter having been 

rated 3.7785). 

The likelihood of students finding a job in the field following graduation has also seen a 

bit of an increase, with a 3.6 score786 – a contribution made by the possibility of engaging in 

curricular internships. 

On the other hand, facility-related factors register negative scores, which is the case of the 

building’s structural integrity, the lack of rooms to study and work in, and how difficult it is to 

access equipment with a potential curricular usage, all rated 2.8787. 

Other departments such as Student Services, the Foreign Relations Office, and the Library, 

above all, are positively scored (3.6 for the first two and 4.4 for the latter, respectively788). The 

cafeteria, once praised on several occasions across previous terms, is now relatively neutral to 

Theater undergraduates, registering but 3.3789. 

Specifically speaking about CU and Instructor Performance by the end of the 2nd Semester 

(considering there is no available data regarding the first half of the term), out of a possible 208 

Theater students from all curricular years and Options790, only 49 provided their answers to the 

survey in question, resulting in a 23.6% turnout, the lowest of all time; individual turnouts 

sorted by year and Option range between 12% (2nd Year actors) and 75% (3rd Year 

781 HSTF-PIL, 2019L, cht. on p. 27. 
782 Ibid. 
783 Ibid. 
784 Ibid. 
785 Ibid. 
786 Ibid. 
787 Ibid. 
788 Ibid. 
789 Ibid. 
790 HSTF-PIL, 2019n, tab. on p. 1. 
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producers)791. 

As far as CUs are concerned, their average is a positive 3.8792 on a scale of 1 to 5. The 

lowest score – 3.6 – is awarded to the relationship between theory and practice793, whereas the 

top score – 3.9 – is given to criteria such as the bestowing of skills related to the course’s 

objectives and coherence between classroom activities and the CU’s objectives794. Students’ 

motivation and global performance throughout the attendance of their CUs both register a 3.7 

score795, being 3.8 the CUs’ global rating796. 

Regarding the performance of instructors, students consider it to be generally positive, 

with a 4.1 average score on a scale of 1 to 5. Most criteria are 0.1 above 4797, but the all-time 

winners continue to be instructors’ expertise and punctuality (4.4 and 4.3, respectively798). 

Availability and support outside the classroom have also seen a slight increase – 4.2799 –, 

together with teaching clarity – 4800. Lastly, the lowest scored criterion is the ability to motivate 

students, still due to the usual constraints, for a total 3.8801. 

791 Ibid. 
792 Ibid., 1st tab. on p. 2. 
793 Ibid. 
794 Ibid. 
795 Ibid. 
796 Ibid. 
797 Ibid., 1st tab. on p. 3. 
798 Ibid. 
799 Ibid. 
800 Ibid. 
801 Ibid. 
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2.1.1.1.7.3 SWOT Matrix 

By the time of this dissertation’s redaction, there was no new information regarding 

graduates’ assessment, nor were there any changes made to the SWOT analysis broken down 

the term prior802. 

802 HSTF-PIL, 2019L, 1.2-1.2.4, pp. 32-36, and 3-3.4.2, pp. 39-44. 
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2.2 Of the Role Played by the HE3A

Before moving any further, I deemed it important to state what the Higher Education 

Accreditation and Assessment Agency is, together with its nuclear purpose, so as to make it 

quite clear why its criteria and decisions are so significant, and the truth of the matter is that, 

in order for Higher Education courses to operate in Portugal, they must first be approved and 

accredited by the HE3A, which was created by the Portuguese Republic with the following 

objectives: 

In the course of the development of Law #38/2007, of August 16th, therefore 

enacting a new higher education quality legal framework through Law-Decree 

#369/2007, of November 5th, the Higher Education Assessment and Accreditation 

Agency (HE3A) was created by the Portuguese State as a means of assessment and 

accreditation of higher education institutions and their respective courses of study, as 

well as the inherent performance of Portugal’s compliance to the European system of 

higher education quality control803. 

(HE3A, 2019) 

This is applicable to all institutions and the courses they offer, regardless of the degree 

awarded, the nature of the awarding institution (whether public or private), or the Higher 

Education subsystem the latter falls in (whether a polytechnic institute or a university): 

The Higher Education Assessment and Accreditation Agency is the competent 

authority [responsible for assessing and accrediting] higher education institutions and 

their [respective courses]. This Agency is an independent body vis-à-vis State and 

institutions and aims to promote and ensure quality in higher education. 

The assessment and accreditation criteria are those laid down in the legal systems 

of degrees and diplomas of higher education and assessment of higher education. 

In addition to the previous accreditation of [degrees] yet to be created, [the] 

Agency also carries out regular accreditation of [currently operating higher 

803 My translation. 
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degrees]804,805. 

(DGHE, 2019) 

Still according to the Directorate-General for Higher Education (DGHE) and in short, this 

is how the Portuguese Higher Education System operates: 

Portuguese Higher Education is organized in a binary system that [comprises] 

university and polytechnic education and is taught in [both] public and private 

institutions. 

Private higher education institutions must [be acknowledged] by the Ministry [in 

charge of] Higher Education [prior to their founding]806. 

University education includes universities, university institutes, and other 

university teaching institutions. Polytechnic education comprises polytechnic 

institutes and other polytechnic teaching institutions807. 

(2019) 

The differences between the two Portuguese Higher Education binaries is further explained 

in the same page of the DGHE website808: 

University education is [driven] by a research [encouragement] and knowledge 

[creation paradigm], [aiming] to ensure solid scientific and cultural preparation and 

provide technical training to enable [students] for the exercise of professional and 

cultural activities and promote the development of design[ing] capabilities, innovation, 

and critical analysis. 

Polytechnic education is [driven] by an applied research and development 

[paradigm], aimed at understanding and solving concrete problems and at providing a 

solid cultural and technical training at [a] higher level, developing the [necessary 

804 Vide note 803. 
805 All modifications in brackets – [] – are mine. 
806 Ministry for Science, Technology, and Higher Education [PT: Ministério da Ciência, Tecnologia e Ensino 

Superior]. 
807 Vide notes 803 and 805. 
808 DGHE, 2019. 
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skills] for innovation and critical analysis [while] providing scientific knowledge of 

[a] theoretical and practical nature and [their respective outcome regarding] the 

exercise of professional activities809. 

(2019) 

What I seek to demonstrate with the transcription of these excerpts is that, in order for an 

institution to completely fulfill the necessary legal requirements before it can introduce changes 

to a curriculum, let alone operate at all, an accreditation procedure from the HE3A via External 

Assessment Boards (EABs) must be undertaken so that the members of a designated Board can 

fill in either preliminary or final reports and submit them to the HE3A Board of Directors, who 

then decide, based on the reports’ findings, whether or not to validate a higher degree. 

Said reports, however, do not simply check for criteria compliance810; they also comment, 

for each course being assessed for accreditation (or accreditation renewal), on the strong points 

of both the institution and the degree at hand811, together with other aspects the EABs figure 

could be improved, sometimes offering a possible solution in full812. 

This constitutes another one of the main bases for the statement I have been producing 

over this second part of my dissertation. As stated in the «Preamble» to this study813, when I 

first began doing my research on the topic of possible changes that could be made to the HSTF-

PIL’s Bachelor’s Degree in Theater (specifically the Acting Option) and pitching hypothetical 

modifications by commenting on or altering the accredited curricula and syllabi back in 

2014814, my purpose was to provide hypothetical solutions for this dissertation’s designated 

subject. 

With the help of all the data retrieved from student surveys over the course of an entire 

decade created by the MQO-HSTF-PIL (being the ultimate purpose not only fulfilling the 

requirements of the 2012/13-introduced Internal Quality Assurance System, but especially 

addressing students’ concerns and suggestions, regardless of their enrolment stage in the degree 

[freshman, sophomore, senior, or alumnus]), changes made to the six HE3A-accredited815 

Bachelor’s Degrees in Theater curricula scrutinized in Part 1, along with the HSTF-PIL’s Self-

809 Vide notes 803 and 805. 
810 Cf. HE3A, 2016a-c. 
811 Idem. 
812 Idem. 
813 Cf. diss. sxn. A. 
814 Lameiras, 2014a-e. 
815 HE3A, 2016a-c, 2017a, 2018a, and 2020. 
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Assessment Report816, the testimonies of both Portuguese and foreign instructors, and 

examples provided by world-renowned European and American schools, I will be 

demonstrating the curricula I devised for the academic year of 2014/15 as a hypothetical 

interdepartmental degree, to improve over the years as seen fit by students, faculty, and staff. 

I will also be applying changes made to my original concept myself, as the adjustments 

and reforms made to the curricula of the remaining five institutions, together with the EABs’ 

reports, can be inspiring and lead to change while preserving the HSTF-PIL’s “second-to-none 

instruction”817. 

As a touchstone reference, the first draft of the reform devised by me in November 2014 

is available for public consult in section D. of this dissertation818. 

816 Ibid., PIL, 2015. 
817 Cf. diss. subchap. “1.1.4.1 Acting”, p. 29. 
818 Cf. diss. Apps. D.7.a-D.9.c.2. 
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2.2.1 Latest Assessment and Accreditation 

Both Preliminary and Final Reports by the HE3A’s designated EABs follow the same 

structure, regardless of the degree or institution petitioning for either a first-time accreditation 

or an accreditation renewal for a certain time extent, in order to streamline information that 

will eventually help the Agency’s Board of Directors make a quicker decision on whether the 

degree or institution should be authorized to operate. 

The minute to be filled in by EABs is, therefore, somewhat limited, as most criteria need 

only be verified with shorter answers such as “Adequate”819 or a mere “Yes”820, for instance. 

Though limited in the first few sections of the reports (mostly concerning legal 

technicalities821), professors and specialists within the respective field of study (Theater, in this 

case) are free to produce slightly longer comments on the institutions’ current working 

conditions and new proposals the respective T-SB may present. 

The first important observation I would like to quote from the report regarding the HSTF-

PIL’s Bachelor’s Degree in Theater’s latest assessment necessarily regards the existence of an 

improved means of student insertion in the field’s job market, part of the new curricular 

proposal shown to the HE3A822: 

According to the self-assessment report presented by the Institution, as well as 

during our visit to [it], we noticed there is a great deal of internship and/or traineeship 

locales, [whose existence] is duly assured by copies of protocols and partnerships 

made with [external] institutions, representative of a great and important portion of 

Lisbon’s cultural fabric. The Institution has self-sufficient resources available 

regarding student advisory, as well as internship quality assurance mechanisms. The 

listed cooperating internship/traineeship advisors are sufficient in number and are 

adequately qualified823,824. 

(2016a, 2) 

819 HE3A, 2016a, A.11.2.1, pp. 1-2. 
820 Ibid., A.12.1-4, p. 2. 
821 Ibid., A.1-10, p. 1. 
822 Already seen in diss. chap. “1.1.3 Reform (2017-Present)”, p. 14. 
823 My translation. 
824 All modifications in brackets – [] – are mine. 
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The EAB is therefore satisfied with the pedagogical aspects of the School’s ability to offer 

curricular internships (or traineeships, depending on each case), inclusively highlighting as a 

strength: 

 

The diversity and quality of established protocols and cooperating internship 

advisors825. 

 

(2016a, 2) 

 

There is, however, an aspect the EAB sees as fit to be improved, which constitutes more 

of an opportunity, rather than a weakness, as this is, after all, an external environment sphere 

of assessment, equipped with legitimacy to point out this sort of advice, as both Humphrey and 

the SBEI’s TFQM-HE made clear in their respective papers: 

 

Despite the [proven] protocol quality, adequate internship advising instructor 

qualifications, and cooperating advisor professional quality, intensifying the proximity 

between internship supervisors and host institutions is necessary. 

 

(HE3A, 2016a, 2) 

 

Regarding the degree’s general objectives, the EAB agrees these have been fulfilled, 

inclusively adding as evidence that: 

 

The degree’s established objectives are clearly laid out and hold their coherence 

between the institution’s mission and strategy under which the degree is taught, duly 

divulged within the institution, as confirmed by the data made available concerning 

this aspect, reaching out to both faculty and students826. 

 

(2016a, 3) 

 

Considering the strengths regarding this matter are somewhat redundant, I shall skip 

 
825 My translation. 
826 Idem. 
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directly to the improvements that are, nevertheless, recommended: 

Despite the Bachelor’s Degree interdisciplinary strategy across its three options, 

set in a harmonious balance between theory and practice827, it is of the utmost 

importance, considering the institution’s highly-praised reputation828, that research 

concerning Theater and Theatrical expression be globally widened, thus allowing 

students a horizon beyond that imposed by the concept of Western Theater. We realize 

that, based on our visit, instructors see this as a concern. However, it should be 

officially inscribed into both the general objectives and curricula829. 

(2016a, 3) 

Indeed, because students have no contact with other movements apart from those directly 

connected to Theater made in the Western Hemisphere (mostly Europe, rather than the 

Americas), it is understandable the EAB might regard this aspect as somewhat limiting. The 

piece of information the board addresses above is the following: 

The Theater course, Acting, aims at the instruction of professional actresses and 

actors, qualified to adequately respond to the theatrical sphere’s different 

requirements. The course offers an instruction rooted in the [former] National 

Conservatoire, with its cornerstone set on one the most ancient European traditions, 

articulating pivoting Western Theater historical moments with the most relevant 

experiences within the contemporary performing arts830,831. 

(PIL, 2015, 62, 63) 

Even though the Acting Option is the one clearly demonstrating European influence, this 

827 An aspect students agreed with in their assessment up until the EAB’s take on the matter (to say the least), 
fluctuating between 3.5 and 3.6 averages on a scale of 1 to 5, therefore showing positive results, as seen in 

subchapters 2.1.1.1.1-4 of this dissertation. 
828 An aspect that is also in consonance with newly enrolled students’ expectations over the years, having 

always considered “Prestige” to be the main reason for choosing the School. 
829 My translation. 
830 Idem. 
831 All modifications in brackets – [] – are mine. 
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aspect is equally spread unto Common Core CUs832, though I must add that, when exploring 

the origins of Theater in the West, Europe is necessarily the only available source. 

Moving on to internal organization, the EAB does not have that many remarks to share, 

although they do recommend the following regarding a student body’s voice within the 

institution: 

Although students are duly represented in the respective bodies, it is important 

this representativity does not turn into a mere formality, rather enabling students to act 

in both analysis and problem-solving, therefore making it necessary meetings be 

frequent and efficient833. 

(2016a, 3-4) 

Another important aspect both students and the EAB seem to speak in unison is related to 

the School’s facilities. While the number of classrooms is seen as being adequate, it is the 

excess of Acting students pointed out as a problem by the institution itself throughout 2012-19 

in the MQO’s annual reports that makes them somewhat crowded: 

We noticed during our visit that the Institution’s facilities account for an adequate 

number of rooms tailored to its needs. However, because of the elevated number of 

students, these rooms become too small. We should highlight that, due to architectural 

problems, the deplorable state in which we found some of the rooms is quite 

troublesome to the Institution, eventually turning into a health hazard to everyone 

working in them834. 

(2016a, 5) 

One of the building’s main strengths according to the EAB, as well as enrolled students 

and alumni, is the Library and how important of a theatrical knowledge pool it is: 

832 PIL, 2015, Map X, Theater Art Theory I, II, III, and IV, pp. 80-81, 91-93, 105-107, and 118-120, 

respectively; Theater History I and II, pp. 73-75 and 116-118, respectively; Dramatic Literature I and II, pp. 63-

65 and 101-103, respectively. 
833 My translation. 
834 Idem. 
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Activities developed within the Library should be highlighted, as they make it a 

renowned and important source for theater-related research in our country, especially 

after the creation of a good digital repository835. 

(2016a, 5) 

Both the equipment and structural issues, however, are regarded as threats needing to be 

surpassed as soon as possible, though the EAB is well aware this is a persistent difficulty the 

School cannot address on its own: 

Although the institution is not directly responsible [for this matter], it is imperative 

that the refurbishment of some of the rooms be sped up, in order to prevent and put 

infiltrations to a stop. 

Also, the PIL must immediately authorize the opening of more staff vacancies, 

especially bearing in mind a master quilter to take care of the wardrobe and produce 

new costumes, together with a technician to maintain lighting and sound 

equipment836,837. 

(2016a, 5) 

Regarding collaborations, both foreign and domestic, the EAB sent to the HSTF-PIL 

reported the following findings: 

[We can attest] there is an international partnership network. 

There are also nationwide interinstitutional cooperation procedures in place as far 

as the degree is concerned, as well as internally, within the school. 

We were able to witness in person both the strong and excellent profile concerning 

this cooperation, confirming also the city is acknowledging of all the effort the 

institution has been putting forward regarding this matter, not to mention how the 

institution is fully aware of the role it plays not only concerning students, but also the 

community it is a part of. 

835 Idem. 
836 Idem. 
837 All modifications in brackets – [] – are mine. 
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The number and diversity of available partnerships show [the institution] is 

actively open to the outer world, seeking to establish new contacts. 

[…] 

There is a greatly significant insertion [of the school] in the ERASMUS network, 

together with diverse partnerships maintained at local, regional, and national 

levels838,839. 

(2016a, 5) 

The EAB suggests, all the same, that the School work a bit more on raising awareness of 

the plethora of possibilities offered by exchange program opportunities, especially when it 

comes to students. Not only that, the designated board also draws the attention of the School’s 

governing bodies to the fact that the institution is comprised of two Departments that could 

work on their collaboration with each other: 

During our visit and while meeting with students, we realized they are still 

unaware of both the artistic and personal advantages of the Erasmus Exchange 

Program. 

[…] 

Our suggestion is that the Institution’s several bodies encourage both students and 

instructors into taking part in exchange programs, thus offering them a more general 

perspective on art and artistic instruction in other countries. 

As to collaborations with other degrees inside the Institution, we noticed during 

our visit [the connection] between the Theater and Film Departments could and should 

be substantially improved, considering they even share the same building840. 

(2016a, 5-6) 

Specifically addressing the teaching-learning paradigm within the institution, the EAB 

asserts the degree’s ability to attract a great deal of young men and women hailing from several 

socioeconomical backgrounds, but it does confirm the School’s concerns when it comes to the 

838 My translation. 
839 All modifications in brackets – [] – are mine. 
840 Vide notes 838-839. 
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excessive number of students in a single class, a consequence of the reallocation of S&W 

Design and Prod. Mgmt. vacancies left empty to the Acting Option, thus allowing previously 

excluded applicants to matriculate: 

The degree shows an outstanding ability to attract youth who intend to further 

their studies in this field, according to the vocational branches and options available. 

We also attest a constant, gradual growth in the number of vacancies, as well as 

that of accepted students. The majority selected this degree as a first option [when 

applying to college]. 

[…] 

Existing classes are visibly far too excessive [in number]. We suggest, therefore, 

that the number of students per class be significantly reduced as much as possible. 

Considering the number of vacancies made available by the Institution, it is 

necessary that the number of instructors be increased841,842. 

(2016a, 8) 

Once enrolled, students benefit from a great deal of incentives offered by the academic 

community they become a part of, such as the connection between the School and its partners, 

advisory concerning exchange programs (both managed by the External Relations Office), as 

well as pedagogical support regarding the furthering of their studies or the direct path to 

employment: 

Students benefit from academic counseling and support regarding their studies, as 

well as funding and employment possibilities. 

Let it be highlighted that the results collected from the surveys taken by students 

concerning their level of satisfaction [with the School and the degree] contribute to the 

implementation of improvements to be made to the teaching-learning process. 

We should also mention that action is taken when it comes to promoting students’ 

inclusion in the community, as well as easing exchange across the duration of the 

degree. 

841 My translation. 
842 All modifications in brackets – [] – are mine. 
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[…] 

We also praise all action taken […] by the External Relations Office regarding job 

advice and the connection made between the Institution’s students and partners843. 

(2016a, 8) 

Following the conclusion of a more general assessment of the degree by the EAB in charge 

of making sure both the course and its new curricula are up to the task and can, therefore, be 

approved by the HE3A’s Board of Directors, it is precisely the latter aspect that is taken into 

account: 

The existence of differentiated CUs with both a theoretical and practical 

component within the degree initiate and are inclusive of students in an applied artistic 

research. 

[…] 

Regarding the [School’s intention of] making changes to the curricula, the EAB 

confirms [the new design] is far more adequate to the degree’s needs, focusing on both 

the Options’ specificities (namely through the creation of optional CUs) and the 

creation of a time slot for the staging of professional creative projects. Also, 

transversality becomes full circle via the theoretical CUs. We should equally highlight 

how important it is for students to benefit from the creation of a Curricular Internship. 

The EAB suggests, therefore, that progress be made regarding this matter, as it will 

certainly reinforce the Institution’s interdisciplinarity, which was one of the 

recommendations we provided during our visit844. 

(2016a, 9) 

Indeed, the School’s new proposal concerning the reformulation of the Bachelor’s Degree 

in Theater curricula, dated January 2015, already comprised the creation of a “Curricular 

Internship” for all of the degree’s Options845. It is unclear when the EAB visited the institution, 

843 Vide notes 841-842. 
844 Idem. 
845 PIL, 2015, Map XII, Acting and Set & Wardrobe Design – 6th Semester and Production Management – 

5th Semester, tabs. 10.2.5, pp. 249, 256, and 261, respectively. 
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as the report produced by its members does not display a specific date, though the document 

was lastly modified on October 20th, 2016, according to the PDF document’s properties. 

Considering the EAB could not judge the reformulation proposed by the School without 

first having had access to it, the implementation of the “Curricular Internship” unit is likely to 

have already been included in the institution’s Self-Assessment Report. However, and as 

discussed in the first part of my project846, somewhat of an inequality hails from the 

implementation of this CU, as it is mandatory in the Prod. Mgmt. Option847, but optional in the 

Acting and S&W Design Options848, despite the great deal of autonomy students benefit from, 

should they choose to enroll in the “Theater/Performing Arts Project” CU849 during their final 

semester. 

Nevertheless, and despite the EAB’s high level of satisfaction concerning the 

reformulation at hand, its members highlight yet again that: 

It would be important for the new curricula proposal to establish a greater 

connection between Theater and Film850,851. 

(2016a, 10) 

Finally, the last issue of importance addressed by the EAB (considering the remaining 

observations are but a short version of the entire 14-page report852) is the satisfactory level of 

employability retrieved from the numbers shown in the surveys taken by alumni: 

According to the presented percentual data, we could see the overall academic 

success rate is very good, as most of the time students graduate without failing. We 

also highlight that the results collected from this academic success turnout are rather 

useful as far as planning future improvement actions is concerned. 

Though the Institution did not specify a concrete number related to employability, 

and despite our knowing it is precarious in nature, we noticed during our visit, 

especially on account of the presence of former students in our meetings, that there is 

846 Cf. diss. subchap. “1.1.3.3 Homogenization and Specificity”, pp. 19-22. 
847 Ibid. 
848 Ibid. 
849 Ibid. 
850 My translation. 
851 Aside from just the 6th and final Semester, as seen in diss. tabs. 1.5-6, p. 9. 
852 HE3A, 2016a, pp. 12-14. 
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great employability among the HSTF-PIL’s graduates. 

(2016a, 11) 

This last topic in particular is addressed by the School (regarding the lack of employability 

numbers presented to the EAB), though there is a great deal more improvement measures to 

discuss, as we will see in the next chapter. 
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2.3 HSTF-PIL’s Take on Potential Theater Degree Improvements 

When the HSTF-PIL handed over its Self-Assessment Report in the 2014/15 term to the 

EAB appointed by the HE3A, whose purpose was to validate the Bachelor’s Degree in Theater 

– All Options accreditation of the new curricula (which it did, for a total six years853), the

School was aware of the need to implement certain improvement measures in order to eliminate 

the weaknesses it listed in its SWOT Analysis, which I have already translated and quoted onto 

this dissertation854. 

From a theoretical point of view, positing hypothetical solutions to a series of actual 

problems is not at all difficult; it is making those measures as real as the issues they seek to 

solve that is challenging, for there is a bureaucratic process in between that must be taken to 

the very end, involving a great deal of competent authorities and decision-making bodies, both 

internal and external, who must give their own approval before any suggestions can be put into 

practice. 

In this particular case, the HSTF-PIL’s governing bodies (the T-SB, the Board of 

Councilors, the Board of Representatives, or the Presidency), together with assisting offices 

(e.g., the MQO or the Management Oversight Council), plan the necessary changes to be 

implemented within the School, but cannot move forward without the Polytechnic Institute of 

Lisbon’s avail, as the institution’s autonomy, depending on the nature of the problem at hand, 

is limited; in fact, even the PIL itself, as the parent organization of a series of Schools and 

Institutes placed under its control (being the HSTF-PIL just one of a total eight855), must 

ultimately follow the directives of the Ministry for Science, Technology, and Higher Education. 

According to the law: 

[…] higher education institutions must revise their statutes, so as to have them 

comply with the new Higher Education Institution Legal Framework; 

The Polytechnic Institute of Lisbon [has confirmed] its new statutes and [has 

submitted] them for ministerial approval856,857. 

(TOJ, 2009, 1) 

853 HE3A, 2016d, p. 1. 
854 Cf. diss. top. “2.1.1.1.3.4 SWOT Matrix”, pp. 131-132. 
855 PIL, 2014, p. 1. 
856 My translation. 
857 All modifications in brackets – [] – are mine. 
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Specifically speaking of the PIL, though briefly, the institute has the authority to define 

several criteria on its own, as seen below: 

1) The PIL is a public higher education institution gifted with statutory,

scientific, pedagogical, cultural, administrative, financial, disciplinary, and

patrimonial autonomy;

2) Within the range of its activities, the PIL may, either on its own or via its

schools and institutes, sign arrangements, protocols, contracts, partnerships,

and other agreements with either public or private and either foreign or

domestic institutions;

3) The PIL, either on its own or via its schools and institutes, may take part in

nonprofit associations, as long as the latter’s activities are compatible with its

purposes and interests;

4) Aside from legal and statutory regulations and others of the like they are

subjected to, the PIL and its schools and institutes may create codes of good

conduct ranging from pedagogical matters to good governance and

management858.

(TOJ, 2009, 2) 

Considering the Institute is allowed to take part in several activities of the most assorted 

natures through its higher schools and institutes, part of the delegated powers the HSTF-PIL 

benefits from already take form even before I speak of the latter’s concrete statutes, though, 

needless to say, it must always abide by the law: 

1) The PIL comprises autonomous units with their own bodies and staff,

designated higher schools or institutes;

2) The PIL may still create or embed other units, namely:

a) Research & Development Units;

b) Libraries, museums, and others.

3) Units may share material and human resources, as well as organize joint

initiatives including degrees and research projects of their own accord;

858 Vide notes 856-857. 
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4) Units of the PIL adopt designations of their own accord based on the

appropriate legal provisions;

[…]

6) Units may create centers, laboratories, or other teaching, production, or

research structures, regardless of their geographic location, based on their

statutes and according to the appropriate legal provisions;

[This article was approved based on the understanding that either the creation, 

transformation, separation, merger, or the extinction of teaching or teaching and 

research units require previous authorization from the tutelage minister]859,860. 

(TOJ, 2009, 3) 

What is mentioned above about the PIL’s higher schools and institutes in general is made 

clearer when analyzing the HSTF-PIL’s statutes in particular, beginning with its “Nature”: 

1) The Higher School of Theater and Film, hereafter designated HSTF[-PIL], is

a public legal entity gifted with statutory, artistic, cultural, scientific,

pedagogical, and administrative autonomy according to the provisions of the

law, the Polytechnic Institute of Lisbon’s statutes, and the statutes herein;

2) The HSTF[-PIL] is a higher school [or unit] of the Polytechnic Institute of

Lisbon, also designated hereafter PIL;

3) The HSTF[-PIL] focuses its production and spreading of knowledge within

the Theater and Film fields, in particular, and the Culture and Arts fields, in

general, thus articulating artistic study, teaching, research, and

experimentation and production with professional-natured sapience861,862.

(TOJ, 2010c, 1) 

Right here we can attest how higher education institutions (being the HSTF-PIL no 

859 My translation. 
860 Unabridged brackets. 
861 Vide note 859. 
862 All modifications in brackets – [] – are mine. 
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exception), just as much as any other body or subsidiary whose tutelage is up to a major entity 

(the PIL, in this case) and regardless of its nature, run on a precedence basis, meaning that, 

despite the level of autonomy provided, no matter how broadened it may be, any modifications 

made to the dependent organization’s environment must make its way up the chain of 

command, so to speak, which means it may take quite some time for a subsidiary to push any 

measures at all (including improvement over the teaching-learning paradigm, specifically 

speaking of the HSTF-PIL), considering they must be assessed at first by the parent 

organization, approved by it, and then sent to the competent authority with delegated powers 

from the Ministry (the HE3A), who must also evaluate the proposal and confirm its enactment 

into law. 

In this case, the HSTF-PIL presented its Theater undergraduate degree reform proposal 

during the 2014/15 term, but the HE3A’s final confirmation was only made public on October 

20th, 2016, when the academic year had already begun, pushing the complete implementation 

all the way back to the following term, in 2017/18, as the School did not have the legal authority 

to make changes straight away. 

Just so that I may complete my train of thought regarding this matter, which is undoubtedly 

relevant to the case in point (namely the question of how long it can take for a certain measure 

to complete its journey across the bureaucratic domain), the following are the HSTF-PIL’s 

complete fields of autonomy made clear: 

Statutory Autonomy 

The HSTF-PIL’s statutory autonomy is resulting of the law and the PIL’s statutes, 

enabling it to: 

a) Define its management structure, its internal organization, and the principles

its activities are based on;

b) Take up its attributes according to the law, the PIL’s statutes, and the statutes

herein863.

(TOJ, 2010c, 2) 

863 My translation. 
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Before moving on to the remaining fields of autonomy the School is allowed to manage 

on its own, and so that there may be no more doubts concerning jurisdiction, decisions made 

follow the provisions previously set by the law for the PIL, which, in turn, determines what the 

HSTF-PIL, its subsidiary, may or may not do. 

Artistic and Cultural Autonomy 

The HSTF[-PIL] is fitted with artistic and cultural autonomy, which is the 

sovereign ability to choose the scientific, technical, pedagogical, and artistic 

coordinates, according to the pursuit of its mission to provide higher instruction under 

standards of excellence, manifesting the best effective aptitude for the technical-

artistic specialization fields covered by this polytechnic higher education 

institution864,865. 

(TOJ, 2010c, 2) 

Being the HSTF-PIL the one institution falling under the umbrella of the Polytechnic 

Institute of Lisbon with the ability to determine which standards to adopt as far as artistic higher 

instruction is concerned (though only in the Theater and Film specialization fields, considering 

there are other PIL subsidiaries which, despite their general field being Arts and Culture, 

specialize in more concrete fields, such as Music and Dance866), the parent entity does not 

directly interfere in this matter, for it is the School’s faculty, mainly through its T-SB, who 

know best. 

When it comes to scientific and pedagogical autonomy, the School is mostly able to make 

its own decisions as much as above, though a few others must either be proposed at first, or 

take the law into account due to their specificity: 

Scientific and Pedagogical Autonomy 

[…] the HSTF[-PIL] may freely: 

864 My translation. 
865 All modifications in brackets – [] – are mine. 
866 The Higher School of Music and the Higher School of Dance, respectively. 
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a) Propose the creation, modification, suspension, and extinction of courses, as

well as their respective curricula;

b) Decide which contents to include in the curricular units taught within its

courses;

c) Decide on research projects yet to be developed;

d) Set, under the law, degree access, matriculation, enrolment, readmission, and

transfer regulations;

e) Set enrolment and assessment schemes;

f) Define which teaching conditions and methodologies to put into practice;

g) Set, under general law, the academic calendar;

h) Decide how to serve the community;

i) Define other scientific and cultural activities yet to be performed;

j) Make decisions concerning equivalencies and the acknowledgement of

degrees, diplomas, courses, and course components;

k) Institute academic awards concerning its field867.

(TOJ, 2010c, 2) 

Like I mentioned above, before quoting and translating this piece of information, most of 

these criteria are covered by the School and do not require the PIL’s intervention; however 

(and this is precisely the right moment to gradually make the transition to the HSTF-PIL’s 

improvement measures related to the Bachelor’s Degree in Theater), when it comes to 

proposals directly related to the operating conditions of the degrees awarded by the institution, 

which is the case of addendum a), the School must mandatorily plan them in the first place, 

and only then submit them for approval, therefore making its way up the chain I previously 

spoke about. 

Finally, there is one last element within the School’s administrative level of authority that 

must be quoted below, which I will get to immediately after: 

Administrative Autonomy 

The HSTF[-PIL]’s administrative autonomy enables [the School] to: 

867 Vide notes 864-865. 
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a) Propose the recruitment of both faculty and staff necessary to the pursuit of its

objectives;

b) Assign responsibilities, tasks, and faculty according to activities and services,

based on the applicable general regulations;

c) Manage, regarding the financial sphere, the budget assigned to it by the PIL’s

General Council, under the provisions of the law;

d) Assure both the management and regular working environment of [the

School]868.

(TOJ, 2010c, 2) 

The budget question – such is the main problem preventing the HSTF-PIL from improving 

not only certain aspects related to the teaching-learning paradigm (like hiring new members of 

faculty and staff), but also the progressive degradation of the facilities, which the School has 

been repeatedly pointing out in every single yearly report for about a decade. 

Even though the EAB assigned to assess the School’s Bachelor’s Degree in Theater’s 

conditions on behalf of the HE3A is aware these criteria are not the institution’s responsibility 

(but rather the PIL’s), recommendations are made all the same, as is their duty. Nevertheless, 

the final word is up to the parent organization. 

Just so I can make all the previous quotes clearer, let us look at the improvement measures 

the HSTF-PIL wished to implement at the time (the 2014/15 term), regarding the 

student/teacher ratio in the Theater undergraduate degree, which was (and still is869) 

unbalanced: 

Whether together or apart, there is a series of different actions that, once taken, 

might just constitute improvement measure(s): 

1) Compliance with the student/teacher ratio (5/1);

2) Creation of a new, interdepartmental Bachelor’s Degree, so as to absorb part

of the number of applicants;

868 Vide note 867. 
869 HE3A, 2016a, “5.1.5. Recomendações de Melhoria” [EN: Improvement Recommendations], p. 8. 
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3) More efficiency in the advertising of the Set & Wardrobe Design and

Production Management Options, making them more attractive;

4) Reorganization of the Acting, S&W Design, and Prod. Mgmt. Options;

5) Numerus clausus870 distributed per option, instead of degree871.

(PIL, 2015, 234) 

Even though the School characterizes these courses of action as high priority, it also calls 

the attention to the obstacles ahead: 

Each presented measure takes its own time to apply, considering there are 

different interlocutors and negotiation levels involved that are not completely covered 

by the level of autonomy assigned to the HSTF-PIL. Either way, we hope the situation 

can progressively change still in 2014/15 [addendum 3)] and substantially in 2015/16 

(other [measure(s)])872,873. 

(PIL, 2015, 234) 

As to how the time it takes to put these improvements into practice can be determined, 

there are a few indicators the School states are inevitable, even though they may not be 

applicable to all discriminated measures: 

1) Accounting for either quality indicators or others from [the School’s] bodies

(completed);

2) Decision-making regarding the improvement measures to push forward;

3) Collecting approval from the necessary bodies;

4) Assigning the overseeing team;

5) Drafting plans and their respective execution;

6) Negotiating both internally and externally;

7) Regulations;

870 My italics. 
871 My translation. 
872 Vide note 871. 
873 All modifications in brackets – [] – are mine. 
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8) Final layout;

9) Body approval;

10) [Plan] submission to the PIL[/]Accreditation;

11) Report874.

(PIL, 2015, 235) 

In short, it takes eleven stages (or even twelve, should the plan submission to the PIL be 

separated from its consecutive accreditation by the HE3A when degrees are on the table) to 

finally produce results regarding any changes done to the School’s working environment with 

the purpose of making it far more efficient in any possible way. 

Internally, meetings with the institution’s several bodies must be scheduled and register a 

minimum number of participants to vote for new measures; externally, room must be made in 

the PIL’s bodies’ agenda (which covers eight subsidiaries) to come up with enough time to 

properly discuss the pre-approved proposals and, even then, one meeting alone with the parent 

organization might not be sufficient, which will only drag even more time until drafts can be 

modified into their final versions, consequently presented to other entities with their own 

allotted time slots, should their verdict be required by law. 

We saw earlier that, after having completed its new plans for the Bachelor’s Degree in 

Theater, the School submitted its Self-Assessment Report to the PIL, which was then sent to 

the HE3A. Said report was finalized in January 2015, approved by the HE3A in October 2016, 

and fully executed only in the beginning of the 2017/18 term, which would be September 2017, 

for a total two years and nine months. As the adage goes, “time is of the essence”, but the 

bureaucratic path is not an easy one to tread; modernization and simplification of such a process 

is perhaps required, but not only at the expense of the HSTF-PIL – all other entities involved 

must agree to do the same. 

When it came to the structural damage and lack of new equipment weaknesses reported by 

the School, the HE3A’s involvement was not required, but that does not mean applying 

refurbishment and equipment purchase measures would not take a great deal of time, regardless 

of the inherent high priority: 

The necessary time to implement the measure cannot be determined, as the School 

874 Vide notes 872-873. 
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cannot act on its own875. 

(PIL, 2015, 235) 

As to implementation indicators, only a couple need to be fulfilled, but until work can be 

done on the School’s facilities, let alone completed, there is no telling how long it can take: 

1) Diagnostics and relaying of the findings to the parent organization

(completed);

2) Fulfilment of the overseeing entity’s tender dossier876.

(PIL, 2015, 235) 

As it turns out, however, in its 2017 Institutional Self-Assessment Report, the PIL 

addressed some of the problems pointed by both the HSTF-PIL and the HE3A, namely the 

need to hire more faculty and have the School undergo refurbishment, claiming the latter issue, 

falling under the parent organization’s direct sphere of influence, had already been partially 

dealt with: 

[…] The first of three scheduled structural interventions took place in 2016 and 

was completed in 2017, significantly improving the building’s top surfaces’ 

imperviousness. An occasional intervention in critical Theater Department 

classrooms, shut down by the School because of excessive infiltrations, was also 

fulfilled, thus enabling the recovery of said rooms[, essential to teaching activity]877,878. 

(PIL, 2017, 116) 

Feeling powerless to act when it came to hiring new instructors and staff, the PIL had this 

to say: 

875 My translation. 
876 Idem. 
877 Idem. 
878 All modifications in brackets – [] – are mine. 
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Due to constraints related to the hiring of faculty and staff within the Public 

Service sphere, however, it was impossible to sufficiently rejuvenate the current 

faculty. This problem, which neither the HSTF nor the PIL can overcome, as it relies 

on currently enforced legislation, continues to pose a serious threat to the institution’s 

future safeguard, preventing it from either projecting or satisfying the objectives 

discriminated in its list of permanent needs in both the medium and long terms879. 

(PIL, 2017, 116) 

The next improvement measure reported is directly related to occasional misadjustments 

found in the Theater degree’s curricula, which was of medium priority by the time the Self-

Assessment Report was being completed across the 2014/15 term and expected to be executed 

by the start of the following term880. I have already explained the process courses of action 

such as this must go through prior to being fully applied, for which reason there is no need to 

quote the implementation indicators881. However, the improvements per se are as follows: 

Readjustment of the several Options and curricula’s CUs, seeking to: 

a) Improve uniformization, both transversally and vertically;

b) Avoid content overlay;

c) Better articulate theoretical and practical CUs;

d) Improve the uniformization of the number of ECTS;

e) Provide clear guidance toward the development of skills related to creative

and professional autonomy throughout the 5th and 6th Semesters882.

(PIL, 2015, 236) 

Regarding the School’s faculty partaking in R&D centers and related affairs weakness, 

improvement measures were already partially in place; it is their formalization according to 

certain procedures that needs to be taken care of, similar to those found under the first 

879 My translation. 
880 PIL, 2015, pp. 235-236. 
881 Ibid. 
882 Vide note 879. 
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improvement measure reported in this subchapter: 

The HSTF-PIL worked together with the UAlg in creating the CIAC (Centro de 

Investigação em Artes e Comunicação883), there being a significant number of HSTF-

PIL PhDs with a full membership, together with an also significant number of assistant 

researchers, with or without a doctorate. On the one hand, while there is relevant 

scientific and artistic production at the HSTF-PIL, such results have not been included 

in the context of research projects. On the other hand, it is imperative artistic 

production by HSTF-PIL instructors be acknowledged as both applied artistic research 

and upgrade activities. That is the context this improvement measure should focus on, 

i.e., both the institutional and interinstitutional contextualization of artistic activity,

made equivalent to scientific activity through the creation of the necessary tools. 

1) One of the possible implementation measures [regarding this issue] is the

creation of an artistic piece repository by the PIL, similar to the already

existing scientific repository;

2) On the other hand, it is absolutely necessary full members of the [ACRC]

constructively adhere to the center’s new strategic plan, which is a result of

the latest assessment, and that other research center members, instructors at

the School, produce relevant research in the fields of study for each

degree884,885.

(PIL, 2015, 236) 

The final improvement measure reported by the HSTF-PIL to its parent organization and, 

subsequently, to the HE3A, approaches the worrisome constant looming over the School’s 

instructors’ ability to motivate their students, along with the need for interdisciplinarity among 

CUs. Out of the two presented addenda, the institution claims to have already taken care of the 

first; as to the second, it was pending accreditation at the time: 

883 EN: Arts and Communications Research Center – ACRC, resulting from the merger of two former 

research centers, the Center for Research in Communication Sciences and Arts (UAlg), and the Research Center 

for Theater and Film (HSTF-PIL); cf. ACRC, n.d. 
884 My translation. 
885 All modifications in brackets – [] – are mine. 
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a) The HSTF-PIL’s Theater Department is constantly working toward a greater

student inclusion and motivation, developing […] measures such as BLAST![,

a] school week[, and] increased extracurricular activity classroom availability,

together with raising instructors’ awareness of this weakness [completed]; 

b) The proposal submitted in [no.] 6 takes this weakness and other issues into

account, seeking to improve [them]886.

(PIL, 2015, 237-238) 

886 Vide notes 884-885. 
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2.4 An Actor’s Path 

2.4.1 Preface 

I would like to begin this chapter by contextualizing it within this very dissertation, with 

the purpose of explaining the reason why I chose to place it near the end of my research project, 

instead of introducing it right at the beginning of the first part, the «State of the Art». 

Generally speaking, when we mention the origins of a certain matter or issue being 

discussed (regardless of its nature or the surrounding environment) and seek to explain it to a 

reader or an audience, for instance, it is only proper that we start from there, chronologically 

moving onward. My design, however, is based on somewhat of a different approach, and 

mostly because I wanted to get higher education technicalities, statistical results, and the legal 

jargon out of the way; it is not that such data are not relevant – quite the opposite, otherwise 

they would not have been included in-text. I did, nevertheless, figure that, while seeking to 

produce a simultaneously academic and scientific discourse, which is inherently bound to a 

strict deontological code of conduct especially focusing on epistemological rigor (variable 

according to the field of study), I also required somewhat of a literary margin to make my 

research slightly more interesting when read by non-academic parties. 

This premise is not at all misplaced or farfetched, considering that, while one of the 

purposes of a doctorate is to “be able to conceive, project, adapt, and fulfill a significant 

research project, observing, nevertheless, the rules imposed by academic quality and integrity 

standards887” [TOJ, 2020, 411-(15)], there is also the question of “being able to communicate 

with peers, the remainder of the academic community, and society in general about the field of 

specialization888” [TOJ, 2020, 411-(15)], retrieved (perhaps ironically) from the UAlg’s 

regulations concerning Master’s and PhD Degrees, no less. 

In a December 2015 article for The Conversation UK, a couple of academics from Duke 

and Northwestern Universities commented on the need for academic writing to be inclusive of 

the general public, moving straight to the point via their piece’s title, “Here’s Why Academics 

Should Write for the Public889”. They begin by quoting two other articles written by Harvard 

Psychology Professor Steven Pinker890 and Professor Emeritus of Biology Jeff Camhi, from 

887 My translation. 
888 Idem. 
889 Wai & Miller, 2015. 
890 Ibid. 
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the Hebrew University of Jerusalem891, for The Chronicle of Higher Education; the first, 

published in 2014892, has no problem whatsoever when it comes to adjectivizing academic 

writing as “turgid, soggy, wooden, bloated, clumsy, obscure, unpleasant to read, and impossible 

to understand” (Pinker apud Wai & Miller, 2015). The second, however, does not seem to go 

that far, though he does recommend «writing programs should “develop a night course in 

creative nonfiction writing, specifically for professors”» (Camhi apud Wai & Miller, 2015). 

Now, specifically regarding this matter and with all due respect for the quoted professors, 

I do not wish to comment on their observations, especially because they are not what is most 

relevant to the case in point. Wai and Miller’s views are a great deal more pondered, for which 

reason I am sticking to their remarks, labeled by themselves as a lot easier to put into practice: 

We propose something simpler: academics just need to start writing, getting edited 

and seeing if the public reads them. Through this process, academics will not only 

learn to express themselves clearly, but most likely become better scientists as well. 

(2015) 

As to the benefits this method has brought them, they recount several and not just in one 

sphere alone: 

Although both of us currently write for the public, we come at this from different 

perspectives – one of us has written for a few years, and the other started writing only 

this year. 

We don’t think we are amazing writers, but we do think writing for the public has 

helped us improve. The immediate feedback from editors and the public has helped 

make our writing clearer. 

We’ve learned that if we’re not clear and engaging, then editors and the general 

public simply won’t read us. And that continues to teach us how to improve the next 

time we write. 

Public writing has also improved both our academic writing skills and scientific 

thinking abilities. 

891 Ibid. 
892 Ibid. 
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That’s because the first step in improving academic writing is to learn to reduce 

the jargon academics use and express concepts clearly. And this has forced us to distill 

our thinking to its absolute core. 

Consequently, not only did the process improve the quality of our writing, but it 

also brought more clarity to the way we were thinking about our scientific problems. 

[…] 

Additionally, because public writing engages both the public and our academic 

colleagues, we’ve found that public commentary can be a form of “public peer 

review”. Exciting research ideas for academic papers have developed from our public 

pieces thanks to crowdsourced feedback. 

(2015) 

The above quoted paragraphs summarize my concern regarding this final stage of the 

project, simultaneously prefacing why the scientific issue behind it (i.e., the dissertation) 

required somewhat of a creative viewpoint as I reflected and still reflect upon the current status 

of Portuguese theatrical higher education, aiming to simplify my findings beyond the use of 

nevertheless legitimate sources to the like of survey data and formal changes, because, of all 

academic and scientific topics discussed daily around the world, Theater, as a branch of the 

Arts, is made for the general public; this does not mean certain spectacles staged today cannot 

address a more specific sort of audience, but that is a question of taste that is up to each of us, 

according to our own esthetical preferences. Should we choose to do something about it, 

however, in the sense of swaying potential spectators, then perhaps we might start by 

broadening the latter’s inclusivity, showing them what sort of values we stand for while on 

stage. 

Western Theater, which I will soon be talking about in the context of the modules included 

in the actor’s instruction, first rose in the Greek region of Attica with a pedagogical purpose; 

in fact, and according to Hemingway, “[o]ften, the dialogue between the actor and chorus 

served a didactic function, linking it as a form of public discourse with debates in the assembly. 

To this day, drama in all its forms still functions as a powerful medium of communication of 

ideas” (2004). Analyzing two and a half millennia of Theater History is quite the herculean 

labor and cannot, therefore, be done in a single thesis, let alone when the curtain is nearly down 

on the second act. However, this short quote shows us that having academics, experts, and 

specialists reach out to general audiences is key to the evolution of Humankind; both Wai and 
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Miller eventually came to the same conclusion by the time they published their article to The 

Conversation UK, stating that “[w]e academics need to enter the discussion that the rest of the 

world engages in every day” (2015), hence my choice to place the ensuing chapters on the 

verge of the finale, as I bring into the conversation the voices of interlocutors whose purpose, 

whether in the shape of a “life project” or “vocation”, cannot exist without the presence of 

another – Theater makers and audience, complementing each other in a millennial practice that 

still today helps shape the course we all tread as sentient beings. 
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2.4.2 Beginnings 

The roots of [Portuguese] Theater teaching can be found in the National 

Conservatoire, whose founding dates to 1836 by [Royal] Decree of Queen Mary II, in 

the context of a Plan for the foundation and establishment of a National Theater, 

designed by João Baptista [Leitão] de Almeida Garrett, then designated [“]General 

Conservatoire of Dramatic Arts[”]. Back then, it was divided into a [“]Drama or 

Recital School[”], a [“]Music School[”], and a [“]Dance, Miming, and Special 

Gymnastics School[”]893,894. 

(HSTF-PIL, 2016i) 

The above quoted paragraph states the origins of what we know today as the Higher School 

of Theater and Film, dating all the way back to the first half of the 19th century in the shape of 

a National Conservatoire created by Viscount-to-Be895 Almeida Garrett, inspired by, according 

to Calado, “modules from Paris, London, and Milan896” (2011, 72); together with this 

institution, he also planned the building of a national theater named after the Queen, ultimately 

aiming at a mutual consolidation of the theatrical paradigm in the Kingdom of Portugal. In the 

words of Santana, “Garrett saw Theater as having a highly civilizational duty, becoming deeply 

engaged in its renovation. He yearned for a high-standard national production, powerful 

enough to elevate both the public’s culture and taste897” (n.d.). 

In 1843, however, “Almeida Garrett was dismissed from all his duties and the 

Conservatoire was targeted for extinction […], marking the beginning of the end for «Garrett’s 

utopia» [Vasques apud Calado, 72], leading to «a history of vicissitudes which would 

eventually compromise, for many, many decades, the future of artistic teaching in Portugal898» 

[Vasques apud Calado, 72]” (2011, 72). 

Four years after the Republic Implantation of October 5th, 1910899, reforms made to the 

then-called School of Dramatic Arts “acknowledged its administrative autonomy, enabling the 

893 My translation. 
894 All modifications in brackets – [] – are mine. 
895 Santana, n.d. 
896 Vide note 893. 
897 Idem. 
898 Idem. 
899 Calado, 2011, p. 72. 



197 

creation of the Theater Set Design and Decoration and Practical Costume courses900” (Calado, 

2011, 73), which would turn out to be the precursors of nowadays’ Set and Wardrobe Design. 

By 1985, “the Higher School of Theater and Film, which until then had been operating 

under the tutelage of the Directorate-General for Higher Education and, since 1983, an 

Establishing Committee made of Professors Jorge Listopad, as president, and José Bogalheiro, 

as a member of the board, becomes an integral part of the Polytechnic Institute of Lisbon901” 

(HSTF-PIL, 2016i). 

This was also around the same time (1987902, to be precise) João Mota, founder and 

director of «Teatro da Comuna»: 

[…] was hired to teach at the HSTF-PIL, where he was Head of the Theater 

Department and Provost of the School (1995-2002)903. [Once at the School], he created 

“the first Portuguese Bachelor’s Degree in Theater and Education in the context of the 

course he conceived and rearranged himself: the Degree in Higher Studies Specializing 

in Theater and Education (an experimental basis for the two-stage Bachelor’s Degrees 

in Theater and Education), in 1993 [Vasques apud Vilar de Moraes]904,905. 

(2014, 20) 

Prior to his retirement from the HSTF-PIL in 2003906, João Mota still had the time to 

develop the first Portuguese Master’s Degree in Artistic Education – Theater and Education 

Specialization within the very School this dissertation is presented to, the SAH-UAlg, which 

began operating in the academic year of 2002/03, a proposal seconded by then University Vice 

President Isabel Cruz and then Dean of the SAH-UAlg António Branco907. 

Despite having ended his career as a civil servant, “he is still today invited to lecture and 

direct the final presentations of the [HSTF-PIL’s Bachelor’s Degree in Theater] senior 

students” (Vilar de Moraes, 2014, 20). He returned to the School he helped shape into what it 

is today in 2011, having directed myself and my colleagues at Teatro Nacional D. Maria II908, 

900 My translation. 
901 Idem. 
902 Vilar de Moraes, 2014, p. 20. 
903 Vide note 900. 
904 Idem. 
905 All modifications in brackets – [] – are mine. 
906 Vide note 902. 
907 Cf./Further reading: Branco, 2015, pp. 26-27. 
908 TNDMII, 2011. 



198 

the sister institution of the Royal Conservatoire under Almeida Garrett’s 1830s nationwide 

cultural reform. 

In 1998909: 

The construction of a brand-new building [for the School] in Amadora, in the 

Greater Lisbon area, the first [especially] conceived for an artistic higher school in 

Portugal, finally allowed the transfer of [the institution’s] activities from the old 

Caetanos Convent in Lisbon, where Almeida Garrett had first and provisionally 

established the General Conservatoire of Dramatic Arts in 1836, to a modern facility, 

gifted with adequate classrooms, studios, showrooms, a library, and cafeteria, thus 

enabling the existence of the best operating conditions enrolled students can benefit 

from. 

[…] 

[It] is regarded, from both foreign and domestic viewpoints, as a reference School 

within its fields, partaking in important international organizations, whether Theater-

related, such as the ITI – International Theater Institute/UNESCO Chair, Film-natured, 

such as the CILECT – Centre International de Liaison des Écoles de Cinema et de 

T[é]lévision and the GEECT – Groupement Européen d’Écoles de Cinema et 

T[é]lévison, or concerning the Arts in general, which is the case of the ELIA – 

European League of Institutes of Arts and the École des Écoles [network]. This 

concern for internationalization led the School to reinforce its active partaking in both 

student and teacher exchange protocols signed with foreign Schools, from the 

Erasmus+ program, in particular, to bilateral accords with Latin American Universities 

(Brazil, Argentina, Mexico), in general910,911. 

(HSTF-PIL, 2016i) 

In time, there was no choice but to challenge the building’s safety due to the several health 

and structural hazards registered over the years, as discussed before, for which reason I shall 

not repeat myself with already verified data, having the issue been partially resolved in the 

meantime. I do, however, highlight the internationalization question, as I will eventually come 

909 Calado, 2011, p. 73. 
910 My translation. 
911 All modifications in brackets – [] – are mine. 
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back to it in the dedicated subchapter further ahead. 
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2.4.3 Pedagogical Doctrine 

Prior to the completion and public examination of his thesis in 2011 in the context of the 

Doctoral Degree in Arts – Theater Artist Instruction Specialization at the University of São 

Paulo, Brazil, Alexandre Calado, who conducted an on-the-field research project of his own 

regarding higher acting instruction in three different institutions, one of which the HSTF-PIL, 

precisely, published an article to the aforementioned university’s Sala Preta magazine in 

2009912 (eventually used later in his dissertation) explaining both the roots and nature of 

Theater teaching in Portugal at a higher level; we already know what the roots are, as I quoted 

not just him, but the School as well regarding that matter in the preface to this chapter. It is the 

concrete nature of an institution like the Higher School of Theater and Film – the subsidiary of 

a Polytechnic Institute – I am interested in demonstrating right now, which is why resorting to 

Calado’s article is key. 

First off, he points out that an expression such as “Higher Education Theater in 

Portugal913” (2009, 37) presents an issue of its own, considering: 

[…] both the fluid and complex features of instructional instances, which tend to 

allocate studies concerning this matter to both local and transitioning fields. Such an 

aspect is particularly troublesome in the higher education prism, not only taking into 

account these institutions’ autonomy, but also somewhat of a lack of papers focusing 

on their practices. Besides, theater did not enter Portuguese higher education until 

recently […], which is, naturally, a stimulus for its ongoing remodeling and 

adaptation914. 

(2009, 38) 

Calado is aware that, prior to the insertion of the Performing Arts into the Portuguese 

Higher Education domain, it was vocational high schools that contributed the most to the 

instruction of renowned artists across the 20th century, including “actors, directors, designers, 

and playwrights” (2009, 38); in fact, institutions to the like of the Contemporary Performing 

912 Calado, 2009. 
913 My translation. 
914 Idem. 
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Arts Academy915, in Porto, or the Vocational Theater School of Cascais916, still today “continue 

to play a highly relevant role in the offering of an essentially technical instruction to those who 

intend to work in the performing arts field all over the country […]. Their curricula tend to 

emphasize the actor’s training, generally from an eclectic point of view, without showing any 

disregard for a theoretical component including subjects such as theater history or 

dramaturgy917” (2009, 38). 

Regarding the Academy in Porto, its founder and principal, António Capelo, renowned 

Portuguese actor and theater director, defines on the institution’s website what it is to be 

enrolled in a vocational school such as his, together with the intrinsic values students acquire 

during and following their enrolment: 

A school is not just a place you walk by; it is also a place where the future takes 

shape, a sort of cornerstone on which to base all our learning [-] that of a scientific, 

artistic, [and] emotional nature. Affections born here spawn living ideas, add 

knowledge to knowledge itself and give us strength, so that we can endure the hazards 

of the job. For thirty years we have been trying to come up with a concept of school 

that is able to address students’ fears, not to mention the faculty’s; a school that can 

[also] be a place like home, with windows facing the inside, a home in which family 

grows stronger… what we do here, or [at least] try to, is to lay down a clear and 

defining path toward ethical, technical, and artistic values through the theatrical game. 

Fundamentally, we play with the senses and become aware of everything around us. 

We create a world for the world itself. We reflect upon the human beings of that same 

world while looking up to our neighbor as a means of personal growth. That is what 

the school is about, a place of future memory, the place for future itself918,919. 

(n.d.) 

As far as contents go, Capelo acknowledges the importance of studying and staging ancient 

classics still today, as their importance has not diminished in nowadays’ society, regardless of 

the time that has gone by ever since they were first composed all the way to contemporaneity: 

915 PT: Academia Contemporânea do Espectáculo – ACE. 
916 PT: Escola Profissional de Teatro de Cascais – EPTC. 
917 My translation. 
918 Idem. 
919 All modifications in brackets – [] – are mine. 
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There are two or three fundamental components. First, the programming question; 

then, the repertoire issue. The programming question seeks to realize what sort of 

audiences we’re addressing and which audiences we want to address. Given that we’re 

simultaneously a theater school and a company, there are audience sectors we find to 

be crucial, such as the youth, from an instructional point of view[,] from kindergarten 

to junior high. On the other hand, there’s the repertoire element, aimed at the general 

public. That is why we frequently visit the most classical of classics. Just to give you 

an idea, the last show I staged with the company was Oedipus Rex, a tragedy by 

Sophocles. Before that, Shakespeare’s Othello. And before that, Molière’s Dom Juan. 

Now, it’s going to be Brecht, who, despite not being a classic, got a great deal of 

inspiration from the Greeks. It’s important to us that we travel through the classics so 

that, based on them, people can educate themselves – it’s where it all comes from. It’s 

also equally important to us that we discuss in the present, through theater, the issues 

of Man, science, and religion. We’re back to the Crusades… it wasn’t long ago I heard 

an imam at a university (Syrian, I believe), claiming the Earth does not revolve around 

the Sun, that it’s [just] a Western hoax… meaning we still need to discuss issues we 

thought were already settled, though they aren’t anymore920,921…

(2016) 

When asked about how opportune it was to stage the playwrights mentioned above still 

today, Capelo was clear about his motivation: 

Absolutely. We might look at them in a different way, nowadays – Brecht himself 

had to revise his play922 in America because the atomic bomb had just been invented, 

which made him reflect on the implications of science[,] but great plays are timeless, 

and topics like love, hatred, war, peace, religion, [and] science are always in vogue. 

The plays might be classic, but the reasons are contemporary. They don’t become 

moldy inside some chest just because [we’re living in a different age]923,924. 

(2016) 

920 My italics and translation. 
921 All modifications in brackets – [] – are mine. 
922 The Life of Galileo. 
923 My translation. 
924 Vide note 921. 
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In the case of the second vocational school mentioned above, we can confirm, based on an 

interview with Ana Clara Justino, the institution’s Academic Advisor925, the theatrical structure 

of the curriculum is also split between two approaches complementing each other: 

Both student growth and progression encompass a model comprising curricular 

and practical components. The three-year course is made of a remarkable workload: 

[right from the start, students engage in] both approaches and [are prepared] for [their 

insertion] in the job market. [They] begin by completing individual assignments as 

they get to know the works of authors to the like of Gil Vicente and António José da 

Silva. At this stage, developing text comprehension and other key strategies are critical 

as far as the following [two] years are concerned. In the second year, they focus on 

Shakespeare, “where all the canons are” [apud Perspetivas], and, lastly, the third year 

is distributed between Greek tragedy and contemporary authors926,927. 

(Justino, 2017, 46) 

The tradition followed in Higher Education is quite similar to the previous two vocational 

perspectives, and in order to support this statement, I need to bring back Calado’s observations 

on the HSTF-PIL, specifically, considering that, “once admitted, students are immersed into 

both a theoretical and practical study of theater for a total three years, during which they will 

eventually come into contact with the several means available to think and perform theater, 

contextualized in a school that is clearly driven by [and toward] theatrical praxis, in accordance 

with its own history928” (2009, 39).  

Up to this point, there is no doubt the teaching of Theater at both vocational high schools 

and higher education institutions ultimately relies on practice, which is, bluntly put, the 

meaning of the original Greek term (praxis), but that does not mean theory should be put to the 

side – in fact, it cannot, for what is there to practice and eventually adapt/deconstruct 

(regardless of how old a play is or the times we live in, as pointed out by Capelo) without first 

acquiring a theoretical basis to justify its application? It just so happens that the former 

principle cannot survive (or even exist, to boot) without the latter, as “[t]heory is ‘real’ 

925 PT: Directora Pedagógica. 
926 My translation. 
927 All modifications in brackets – [] – are mine. 
928 Vide notes 926-927. 
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knowledge[,] while practice is the application of that knowledge to solve problems. In many 

ways, this is a legacy of Aristotle and his three-fold classification of disciplines as theoretical, 

productive[,] or practical. The basis of the distinction lies in the telos [(or purpose)] each 

serves929” (Smith, 2011). In detail, these “disciplines” (or subjects) can be described like so: 

The purpose of a theoretical discipline is the pursuit of truth through 

contemplation; its telos is the attainment of knowledge for its own sake. The purpose 

of the productive sciences is to make something; their telos is the production of some 

artefact. The practical disciplines are those sciences which deal with ethical and 

political life; their telos is practical wisdom and knowledge. 

(Carr & Kemmis apud Smith, 2011) 

If theory alone, according to Aristotle, is but observation aimed at the retrieval of 

knowledge without putting any practical use to it (knowing for the sake of knowing, basically), 

both productive and practical disciplines require action, but that does not necessarily mean the 

latter share the same processes. Let us take a look at what it means to do something productive: 

If the form of thinking associated with theoretical activities was contemplative, 

the enquiry involved in productive disciplines was a ‘making’ action[,] or poietike. 

Aristotle associated this form of thinking and doing with the work of craftspeople or 

artisans. Hence, the making action is not simply mechanical. It also involves some 

creativity. This making action is dependent upon the exercising of skill (techne). It 

always results from the idea, image[,] or pattern of what the artisan wants to make. In 

other words[,] the person has a guiding plan or idea. For example, potters will have an 

idea of the article they want to make. While working, they may make some alterations, 

develop an idea and so on. But they are restricted in this by their original plan930. 

(Smith, 2011) 

Using artisans for an example, which is to say people who create certain objects, Aristotle, 

929 All modifications in brackets – [] – are mine. 
930 Idem. 
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by philosophically contemplating at first and then politically (i.e., socially) applying his 

observations on his fellow citizens, came to the conclusion that, while being creative is 

necessary to enact potential modifications to the endgame of the techne (which would be the 

object itself), there are, nevertheless, applicable restrictions, considering the potter, regardless 

of how creative he sought to be, whether in decoration (e.g., red or black-figure), shape (e.g., 

oval, spherical), dimensions (e.g., bigger, smaller, thinner, wider), or usage (e.g., storage, 

drinking), for instance, had to mandatorily follow a pattern for making pots, in order to make 

them easily recognizable to the buyers roaming in the agora, who would then choose, 

depending on their own purpose, which to purchase (e.g., an amphora, to carry oil, or a dinos, 

for the mixture of wine at symposia931), also relying on the artisan’s practical results of his 

techne, who had a reputation (and, consequently, a business) to preserve via the making of 

quality items. 

The main difference between this mechanical (albeit creative) means of production and 

the essence of praxis, however, is the lack of concrete precedence, i.e., instead of focusing on 

a particular case to begin with (as opposed to the potter, who is bound to the restrictions of 

pottery, regardless of being at liberty to make his own modifications based on his creative 

skills), one must focus on what is generally good for humanity as a whole: 

Where the productive begins with a plan or design, the practical cannot have such 

a concrete starting point. Instead, we begin with a question or situation. We then start 

to think about this situation in the light of our understanding of what is good or what 

makes for human flourishing. Thus, for Aristotle, praxis is guided by a moral 

disposition to act truly and rightly; a concern to further human well[-]being and the 

good life. This is what the Greeks called phronesis and requires an understanding of 

other people932. 

(Smith, 2011) 

The final statement from the quote above very much summarizes the telos of Theater as a 

practical discipline or subject, right from its start “in the 6th century BCE[,] in Athens[,] with 

the performance of tragedy plays at religious festivals933” (Cartwright, 2016); it is necessary 

931 In the sense of soirées, as opposed to the modern usage of the term in the context of academia. 
932 All modifications in brackets – [] – are mine. 
933 Idem. 
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that other people be understood as both individuals and a group of individuals in order to 

produce the pedagogical mirror of society tragedy (and later comedy) intended to present to its 

audience, inclusive of people of all backgrounds, while simultaneously taking up a key 

sociopolitical role: 

[…] The crucial role of audiences was duly recognized in antiquity, and audience 

expectations were incorporated into dramatic production. The composition of plays, 

the selection of plays for performance by civic officials, and the physical performances 

by actors and musicians were all carried out with some idea of the desires, interests, 

and thoughts of the audience. 

[…] 

In a number of ancient philosophical and historical works, audiences are defined 

in terms of an educated and wealthy elite versus the “mob” or the “multitude”. The 

audience as mob was part of a broader critique of the democratic regime associated 

with Athens: drama was assimilated to the city’s democratic politics and critiqued on 

this basis. Indeed, there was some truth to the notion of the theater mob. Comedy in 

the fifth and early fourth centuries explicitly placed regular people of humble 

professions in the audience along with foreigners, women, and slaves; but there was 

also mention of “elite” individuals and citizens. More often[,] the audience was hailed 

in general terms (e.g., “spectators”) inclusive of the various social and political groups 

in the theater. 

[…] 

Politics was an important part of the theater (Carter [apud Roselli]), and theater 

was readily politicized. Yet, as I discuss further later, the political was only one 

constitutive element of the theater and its audiences. The shift of focus from 

democratic politics and thus citizens to the polis community is helpful in terms of its 

broader scope, but it too can obscure non-Greeks (and non-citizens) within the polis. 

[…] especially in Athens, which was closely associated with drama throughout 

the Greek world, theater was politicized particularly with respect to the act of 

adjudication among audiences. Ancient critics hostile to an undisciplined democratic 

culture railed against the authority of this “public”, while comic poets actively solicited 

favorable responses from various members of its audience. 

[…] Despite the influential emphasis in Aristotle’s Poetics on the individual’s 

emotional response to drama (e.g., katharsis […]), theater is and was a communal and 
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social event. The response of the individual in the audience is influenced and shaped 

by broader social forces (Ubersfeld [apud Roselli]). Thinking about audiences in terms 

of broadly defined groups, made of people with various sorts of shared social values, 

avoids the pitfalls of assuming a monolithic mass audience or disavowing an analysis 

of social relations. A limited number of passing references to specific individuals in 

ancient audiences are extant, but it is arguably more important to approach the study 

of drama in terms of spectators’ “culturally constituted horizon of expectations” 

(Bennett [apud Roselli]) and the categories (e.g., social, political, ethnic) that shape 

individuals’ consciousness. 

[…] Ethnicity (Greek/non-Greek), civic status (free/slave), citizenship, class 

(destitute/poor/“middle”/rich), and gender were constitutive of spectators’ horizons of 

expectations. Age groups were also significant, and it is clear that minors did attend 

the theater (e.g., Aristophanes[,] Peace; Menander[,] Dyscolus [apud Roselli])934. 

(Roselli, 2013, 20-22) 

Moreover, “in praxis[,] there can be no prior knowledge of the right means by which we 

realize the end in a particular situation. […] As we think about what we want to achieve, we 

alter the way we might achieve that. As we think about the way we might go about something, 

we change what we might aim at. There is a continual interplay between ends and means. In 

just the same way there is a continual interplay between thought and action. […] It is something 

we engage in as human beings and it is directed at other human beings” (Smith, 2011). 

In pedagogical terms, this means there is a constant dialogue between the reality of the 

instructor and what they learned themselves while in school, and a new reality addressed at 

students of the present, whose purpose in life, as with every other human being, will be thinking 

with their own mind and (actively, practically) producing knowledge applicable to their day 

and age without, however, disregarding knowledge of the past, which is where we find the 

sources, the origins of who and where we are in our lifetime as human beings coinhabiting the 

world around us. Learning Theater is, therefore, not a mere question of memorizing lines and 

enunciating them in a lower or higher volume, based on this or that inflection, whether it is 

according to the plot in general or a scene in particular – it is about sociopolitical relevance in 

the shape of an intervention, as Capelo put it himself: 

934 All modifications in brackets – [] – are mine. 
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[Theater is] a means of political intervention among society. And by saying this, 

I feel like I’m doing politicians a favor, because I’m adding to the concept of politics 

something with a degree of quality [politics] has lost overtime. The fact is our 

relationship with the profession isn’t just an act of life [-] it goes beyond that. 

[Theater’s] political function must be kept alive, we can’t afford to lose it, though, 

sometimes, I grow fearful that, considering how fast we live nowadays, we may be 

able to forget all about it. […] We realize human beings are creatures of habit and that 

the idea of going to the theater should be a part of those habits. In order to do so, people 

must be aware that, whenever they come here, they always find something. Now, this 

is a political function, a social function, because, when people leave here, they are 

equipped with [the necessary] conditions to become more critical, or even more active 

toward life. All of this is political935,936. 

(2016) 

In conclusion to this matter, as I continue to highlight praxis clearly dominates the teaching 

of Theater at both vocational high school and higher education levels (being the latter the most 

relevant to this research, obviously, as the HSTF-PIL falls under its umbrella), I can state that, 

based on what we have seen so far from all articles and book chapters quoted in this subchapter, 

Theater, which is not only a branch of the Arts, in general, or the Performing Arts, in particular, 

but also an integral part of the Social Sciences, is both a productive and practical discipline, as 

defined by Aristotle according to Smith, and why? Because Theater artists (especially across 

their instruction) do not only rely on an abstract situation without “a concrete starting point” 

while aiming at the finding of truth and Humanity’s well-being simply according to the 

situation at hand, seeking the appropriate means for a potentially incoming end following the 

decision to socially intervene; «“[i]n pedagogy, […] the practice is the horizon, the aim of the 

theory937” (Gadotti apud Smith, 2011), and that means theory must always be considered as a 

reference point, no matter how small a role it may play when Theater students/artists proceed 

to the public demonstration and dialogical interaction with an audience, whoever they may be. 

A pattern is followed at first, particularly in an instructional context, as both Greek origins, the 

Shakespearean basis of modern drama, and other ensuing literary and artistic movements 

935 My translation. 
936 All modifications in brackets – [] – are mine. 
937 Idem. 
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(mainly Symbolism/Realism and Contemporary Practices, to be read about in detail shortly) 

constitute the theoretical reference we must first learn to acknowledge when taking our first 

steps in theatrical education, eventually conquering the right to apply modifications according 

to the times we live in (productively), even though our reference is recognizable (as are the 

several kinds of pieces the potter makes for the crowd), with the ultimate telos of only afterward 

bring something practical and new to the stage (should one even be included in the area 

performers are based on during the show they put together), though, after two and a half 

millennia, one of the most common questions of our time is something troubling like, “what 

else is left to do?”, meaning that, whatever our modern contribution is, it will likely have been 

picked up somewhere within the theory we acquired in the beginning and will continue to 

acquire over a lifetime, eventually resulting in somewhat of a combination whose elements 

might just be identified by the spectator, depending on their artistic and cultural literacy. 
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2.4.3.1 First Steps 

As we move on along the modules embedded in the pedagogical doctrine in practice within 

the Bachelor’s Degree in Theater of the HSTF-PIL, I will keep referring to both Calado’s article 

and dissertation, as the two of them contain a condensed view of what the Acting and the 

remaining Options can expect throughout their enrolment at the School’s Theater Department. 

Prior to the 2017 curricular reform accredited by the HE3A, actors, dramatists938, 

designers, and producers all worked together in a CU called “General Workshop”, as we have 

already had the chance to see in the «State of the Art»939; in fact, they continue to do so, except 

what was once “General Workshop” is now “Acting I”, “Set & Wardrobe Design I”, and 

“Production Management”940. Whether the same designation should have been kept or changed 

to those currently in force is a matter of opinion; pedagogically speaking, what is important is 

that students from all Options work together, supervised by their respective instructors, just as 

noticed by Calado during his visit to the School: 

[…] the logic behind General Workshop takes place all across the degree, there 

being a permanent demand for interdisciplinarity. Thusly, instructors from both 

practical (Movement, Voice, [Music &] Acoustic Space) and theoretical ([Theater] 

History, [Dramatic] Literature, Theater Art Theory) curricular units are frequently 

present in Acting classes and tend to correlate their units’ contents with the former’s. 

Not only that, students from other Options also fulfill part of their instruction in 

consonance with Acting activities, creating sets and wardrobe, offering dramaturgic 

support941, and advancing both the executive and technical aspects of the theatrical 

production process each semester942,943. 

(2009, 40) 

Now, a great deal of the information shown above (the first half, specifically) is correct; 

students, especially actors, are indeed supported by instructors from CUs to the like of 

938 Until 2010. 
939 Cf. diss. tabs. 1.1-4. 
940 Tabs. 1.7-9. 
941 By this, the author means Dramaturgy students. 
942 My translation. 
943 All modifications in brackets – [] – are mine. 
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Movement, Voice, and Music & Acoustic Space944, while theory instructors are there for the 

other two Options as well – it was the case in 2009 and still is today945. It is the part where 

Calado mentions that Option interaction takes place every semester that is incorrect. Both 

Acting and Dramaturgy students used to work on a regular basis, indeed, but following the 

extinction of the latter Option (and even before), actors, designers, and producers only worked 

together in the 1st Semester of their freshman year, the 2nd Semester of their junior year, and 

the 2nd Semester of their senior year; this does not constitute new information946, but it must 

be mentioned all the same to clear any potential doubts that may persist. 

What I still have not yet mentioned, however, is what the “General Workshop” CU, now 

named after each Option’s main field of study947, is all about. Based on the syllabus in force at 

the time (also applicable today948), Calado observed that: 

General Workshop is a curricular unit shared by students from all [O]ptions, 

featuring one of the HSTF[-PIL]’s pedagogical offer’s most prominent characteristics: 

stimulating perception of theater-making processes. […] This workshop is divided into 

two stages [-] one in which a group dynamic is emphasized, and another involving a 

collaborative creation process, recurring to textual materials from [C]lassical 

[A]ntiquity, to be publicly presented at museums [in Lisbon]949,950. 

(2009, 40) 

In an interview given by Carlos J. Pessoa, former Head of the Theater Department of the 

HSTF-PIL951, the instructor summarized the path an Acting student walks from the very first 

moment, in “General Workshop” (2007-17)/“Acting I” (2017-Present)952, all the way to the 

final module, “Acting V” (2007-17)/“Curricular Internship”/“Theater and Performing Arts 

Project” (2017-Present)953: 

944 Cf. diss. Apps. D.1.b.1-D.1.d.3. 
945 HSTF-PIL, 2018ah. 
946 Cf. diss. top. “1.1.1.2 Option Interaction”, p. 8. 
947 Vide note 940. 
948 Vide note 945. 
949 My translation. 
950 All modifications in brackets – [] – are mine. 
951 HSTF-PIL, 2016h. 
952 Cf. diss. tabs. 1.1 and 1.7. 
953 Idem. 
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On the one hand, [we] provide students with a challenging approach to the classics 

in a non-canonical fashion, prioritizing[, instead,] both the artistic and pedagogical 

styles each instructor has been developing [overtime], together with their regard for 

said classics[;] then, [we] create a set of approaches to more contemporary realities, 

namely the [P]erforming [A]rts question, articulating them with [F]ilm and 

[M]ultimedia954,955. 

(apud Calado, 2011, 83) 

Before we move along any further, I would like to pause my train of thought here for a 

quick moment so I can explain what my original intentions were when I first planned this 

second part of my dissertation back in 2014, prior to my matriculation in the SAH-UAlg’s 

Doctoral Degree in Communications, Culture and Arts – Cultural Studies Specialization: the 

term we were in at the time was 2013/14 – the 2nd Semester, specifically, as the Portuguese 

academic community was making its way into 2014/15. 

By then, most of the data that is now present in this dissertation was inexistent; instead of 

a decade of surveys taken by students, whether they were newly, currently, or formerly enrolled 

in the HSTF-PIL’s Bachelor’s Degree in Theater, regardless of the Option, the IQAS-HSTF-

PIL had only been in place for a term and a half (2012/13 in full and the 1st Semester of 

2013/14), and if still today, in 2020, the MQO-HSTF-PIL claims the system is not as of yet 

fully operational, it was certainly taking no more than its first steps back then, at a time there 

were no concrete assessments of either CUs or instructors’ performance. 

Also, the School’s T-SB had not yet submitted its reformulation proposal of the degree via 

its Self-Assessment Report to the PIL, which, in turn, could not have submitted it to the HE3A’s 

EAB-to-be, who would then have yet to comment on said proposal and make remarks 

concerning the new curricula’s coherence, interdisciplinarity, and other observations on the 

need to improve cohesion between the Theater and Film Departments, among other aspects not 

so closely related to the teaching-learning paradigm, eventually recommending its 

accreditation. 

Now that six years have gone by since I first started attending this doctoral degree, I find 

it pointless to suggest a reformulation of my own to the HSTF-PIL’s Bachelor’s Degree in 

954 My translation. 
955 All modifications in brackets – [] – are mine. 
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Theater, particularly the Acting Option, the one I graduated in myself, considering a great deal 

of those changes took place in the meantime, even surpassing my own ideas in some cases, 

which would be, for instance, the introduction of Optional CUs, therefore allowing students 

from all three Options to improve their skills in other fields apart from their own, together with 

the introduction of a “Curricular Internship” unit; even though I did mention earlier it would 

perhaps be wiser to make it mandatory in all Options, instead of just Prod. Mgmt956, so as to 

ease all students’ access to the Performing Arts job market, the very existence of a CU such as 

this already constitutes an important milestone in the modifications made to the degree. 

Because these changes are so recent, however, and mostly due to the bureaucratic process they 

had to go through, as we have seen, at the time of this dissertation’s production, there is no 

available data focusing on the opinion of students regarding their experience post-reform, 

whether it be during enrolment or after graduating, hypothetically increasing the percentage of 

alumni who subsequently found a job following their taking up of an internship; this is a 

speculatory statement, most naturally, but it is possible to reach such an outcome – it remains 

to be seen in the near future, once the necessary surveys are taken and their results compiled, 

for those are the ways of Science, never idle. 

Finally, there is the question of former doctoral candidate Alexandre Calado’s dissertation, 

Presenças; the ultimate purpose of his research project was to not only analyze how three 

different institutions (one of which the HSTF-PIL) teach their respective undergraduate degrees 

in Theater, but also to, based on his findings, produce new curricula of his own957. This, 

together with all the other reasons mentioned in the above paragraphs, is what made me back 

off and partially discard my degree reformulation design; the italics are undeniably important 

because, back in 2014/15, not only did I conceive a hypothetical reform of the HSTF-PIL’s 

Bachelor’s Degree in Theater, I also designed a hypothetical interdepartmental degree called 

“Bachelor’s Degree in Dramatic Arts”, featuring Theater, Film, Television, and Free-Choice 

modules, whose tables, located in the «Appendices» section of this study, I will soon address. 

Both the School958 and the HE3A’s designated EAB959 eventually came to admit this was a 

possible improvement measure to adopt in the future, once the legally required proceedings960 

had been dealt with, which is why I am pushing it forward as an argument. 

Bearing this in mind, and just for the sake of curiosity and interest, both the original design 

956 Cf. diss. top. “1.1.3.3 Homogenization and Specificity”, pp. 19-22. 
957 Cf. Calado, 2011, “Abstract”. 
958 Cf. diss. chap. “2.3 HSTF-PIL’s Take on Potential Theater Degree Improvements”, p. 185. 
959 Cf. diss. subchap. “2.2.1 Latest Assessment and Accreditation”, pp. 174 & 177. 
960 Vide note 958, pp. 186-188. 



214 

of the HSTF-PIL’s reformed degree and the new interdepartmental degree conceived by me 

can be seen in the «Reference Bibliography» section of this project961, though they are also 

present in the «Appendices962» after some necessary polishing was made, considering the 

hyperlinks lead to first-draft files that required formatting and language corrections; also, both 

their creation and last modification dates (November and December 2014, respectively) are 

crucial in order to prove they existed prior to the completion of the HSTF-PIL’s Self-

Assessment Report and the HE3A’s EAB’s Preliminary Accreditation Report (January 2015 

and October 2016, respectively). 

961 Cf. Lameiras, 2014a-e. 
962 Cf. D.7.a-D.9.c. 
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2.4.3.1.1 The Actor’s Studio 

The freshman’s path across the HSTF-PIL’s Bachelor’s Degree in Theater indeed begins 

with an approach to classics, as pointed out by Carlos J. Pessoa, but, as Calado himself 

noticed963, there is somewhat of a connection between the students’ first acting instance in the 

degree (“General Workshop” [2007-17]/“Acting I” [2017-Present]) and the second-to-last 

(“Acting IV” [2007-17]/“Acting V” [2017-Present]), in which “an actor’s creative profile, 

enhanced and shaped in the context of this CU [“General Workshop”], is strengthened in the 

third year via the [“]Creative Workshop[”]964 [module]965,966,967” (2009, 40). 

In fact, this is an approach sponsored by João Mota himself, defined in the words of 

another, which takes us back to the praxis question without even having to mention the term 

directly: 

Considering nowadays’ theatrical phenomena’s complexity, an actor, in order to 

become a creator, must be able to compose. However, in order to be able to compose, 

they must also be able to not only do, but also ponder [what they want to] do. […]968 

They must make sense out of [and] unify different textures. Such a unification, in turn, 

can only emerge from a dialogue between doing and thinking. Doing, with its own 

sense of feeling and understanding, shapes thinking. And thinking, empowered by 

execution, shapes doing. Thusly, as doing shapes thinking and thinking shapes doing, 

an incessant spiral is generated. That is the same spiral in which the actor-composer 

moves around969. 

(Bonfitto apud Vilar de Moraes, 2014, 40) 

As I now move into the concrete analysis of my hypothetical “Bachelor’s Degree in 

Dramatic Arts”970, I must say this connection between “General Workshop” and the “Theater 

963 Cf. diss. subchap. “2.4.3.1 First Steps”, p. 210. 
964 This designation is a literal translation based on an incorrect transcription by Calado, considering it was 

called, in Portuguese, “Oficina Teatral”, translated to English as “Theater [or Theatrical] Workshop”; vide note 
below. 

965 Cf. diss. Apps. D.1.b.3, D.1.c.3, and D.1.d.3. 
966 My translation. 
967 All modifications in brackets – [] – are mine. 
968 Unabridged brackets. 
969 Vide notes 966-967. 
970 Cf. diss. App. D.9.a.1. 
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Workshop” module of the former “Acting IV” CU is precisely what I intended to achieve in 

Part 1 of “Creative Workshop I”, which would be the “Actor’s Studio”. My reference at this 

point was none other than the creator of the 3rd Year module, João Brites, renowned founder 

and director of «Teatro O Bando», who taught at the HSTF-PIL until 2013971. The problem 

with bringing back this workshop is precisely the fact that Brites does not work at the School 

anymore, having retired the moment he could. Ideally, though, and while I am aware this is his 

method and no other’s, the contents he passes on would make up for quite an interesting 

module, and right from the start, instead of spiraling back to it in the 3rd Year, as we will see. 

On his way toward a more precise analysis of Brites’ module, Calado observes the 

following: 

The degree’s senior year is seen as a return to the actor’s creative role issue in the 

context of contemporary practices, as well as a transition year aiming at the exercise 

of the profession. Both the [“]Theater Workshop[”] directed by Brites […] and the 

[“]Performance Workshop[”], in the first semester, together with the [“]Creative 

Workshop[”], in the second, lead back to the beginning of both the academic trail and 

the challenge of collaboratively working in original projects. […] Indeed, the spiral 

design972 featured in the curriculum enables students to self-reflect, allowing personal 

developments to be more easily understood. This awareness tends to be reinforced by 

the correlation between practical experiments undertaken by students across the degree 

and the mandatory production of a final report. That is what the school is actually 

about, a time for dedication and encounters, for which reason curricula, especially 

those of [“]Acting[”], cannot be taken for granted. As stressed by Carlos J. Pessoa, it 

is what we do that is decisive: passion, interest, the perception one can only achieve in 

the continued practice of making theater: “a curricular definition is but a mere 

palliative”973,974. 

(2009, 41-42) 

971 There is no mention of João Brites in the curricular activities performed in the context of the Acting 

Option beyond 2013, having been replaced by Carlos J. Pessoa and his “Oficina Artística” [EN: Artistic 

Workshop]; cf. HSTF-PIL, 2013b, p. 11 and HSTF-PIL, 2014o, pp. 11-13. 
972 Cf. previous quote (Bonfitto apud Vilar de Moraes, 2014, 40). 
973 My translation. 
974 All modifications in brackets – [] – are mine. 
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At this point, Calado moves on to describing his own impressions based on his enrolment 

in Brites’ module in 2004, together with what he found later in the 2009 version of the module’s 

syllabus, filled in by Brites within the limitations of the minute made available by the School975. 

Having attended the module myself during my enrolment in the HSTF-PIL’s Bachelor’s 

Degree in Theater, I could easily describe my own experience regarding the contents of this 

particular moment in the actor’s higher instruction; however, it is scientifically far more 

accurate to analyze what Brites himself has to say regarding his method via its updated version 

in the context of a certificate-awarding (vocational) workshop experience, preserving, 

nevertheless, the same essence both Calado and I witnessed at the HSTF-PIL (and Vale dos 

Barris, Palmela, where «Teatro O Bando» is located976, during the module’s artistic residency 

scheme, now fully in force977); once that part is done, I shall return to Calado’s observations 

for an empirical point of view, so the following objectives can be explained from a former 

student’s perspective: 

The Actor’s Self-Awareness on Stage […] is a certified course fulfilling the 

eagerness to share experiences, confront concepts, and enable both practical978 and 

theoretical979 contemplations of a theatrical lexicon. 

[…] 

The course is based on theoretical reasoning enabling the building of a unique 

theatrical discourse bringing together both the Actor’s individual theatricality and the 

technical mastery of the three Expression Plains (Interiority, Orality, Corporality), 

according to what can be retrieved from those observing them – the spectator[s]. 

Thusly, the Actor becomes more aware of their technical possibilities, artistic 

virtuosity, and recurring features. 

[…] 

Theatricality 

Using sensorial memory as a stimulus for theatrical creation; 

Developing, as part of the Actor’s regular and continued work, onstage behavioral 

975 Cf. diss. App. D.1.f. 
976 Teatro O Bando, 2020, “O Lugar”. 
977 Ibid., “Regime de residência artística”. 
978 My italics. 
979 Idem. 



218 

[techniques regarding] control and mastery of Sight Directionality, Spectator’s Focus, 

Actor’s Focus, and Actor’s Comment. 

Time-Presence Dilation 

Experimenting with and developing the ability to select specific sensations, 

allowing the increase of the number of onstage hypotheses in the Corporality, Orality, 

and Interiority plains; 

Real-time responses with theatrical quality to improvisations’ ensuing stimuli, 

revealing of spatial mastery. 

Expression Plains 

Correlating and managing the Actor’s Expression Plains – Interiority, Corporality, 

and Orality; 

Experimenting with and developing the ability to separate intuitive simultaneity 

in between Expression Plains; 

Developing the ability to diversify onstage hypotheses from the different 

relationships between Expression Plains: Consonance, Dissonance, Complementarity, 

and Antagonism; 

Experimenting with and developing the ability to potentiate onstage hypotheses 

while recurring to a protagonist’s viewpoint. 

Gradings 

Grading the enunciation of one or more defining features associated to each of the 

Expression Plains; 

Based on a “grotesque” character, experiment with and develop the ability to 

acknowledge and decrease the enunciation of its defining features; 

Based on a “realist” character, experiment with and develop the ability to 

acknowledge and increase the enunciation of its defining features; 

Experiment with and develop the ability to attest the characters’ credibility in their 

different enunciation gradings. 
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Intermediate Character 

Developing the ability to build an ambiguous character that can potentiate the 

building of [other] very contrasting characters (active-passive binomial, carnal-disgust 

binomial, platonic-embarrassment binomial); 

Developing the ability to act out the Intermediate Character of every Actor in the 

class; 

Exploring the mimetic imitation associated to abstracting endeavors based on the 

observed features. 

Character Building 

Exploring the ability to build characters based on stimuli associated to the 

Corporality and Orality Plains; 

Based on the characters previously built, consubstantiate a character principle in 

which the several Expression Plains can be credibly articulated. 

Automatisms 

Reflecting upon the specificity of each creative process and identify formal 

options by associating them to thematic purposes; 

Structuring an onstage discourse while codifying tensions and seeking to repeat 

and fulfill [the embedded] dramaturgy; 

Presenting a final exercise while applying the concepts approached throughout the 

instruction; 

Adapting onstage behavior according to the implantation of a stage and the 

presence of a real-live audience980,981. 

(Teatro O Bando, 2020) 

Regarding the Time-Presence Dilation module of the “Theater Workshop”, whose final 

980 My translation. 
981 All modifications in brackets – [] – are mine. 
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result was the public presentation of a “Commented Exercise on The Actor’s Self-Awareness 

on Stage982”, “this concept, difficult to describe, was researched via […] different variations: 

wearing black clothing, one after the other, we were dared to enter the spotlight and stay there 

for as long as possible, producing and sustaining presence without showing any external 

motion983” (Calado, 2009, 43), which is revealing of an attempt to control the actor’s input to 

either visibly or audibly react to the fact that all eyes are on them, which is the viewers’ purpose, 

whose attention span is in the hands (or the eyes, to be precise) of the actor in front of them, 

keeping his/her Corporality to the bare minimum of simply being, as the Orality plain is not an 

option at this point and Interiority must be fueled to hold the actor’s focus long enough to relay 

emotion through their sight alone to the viewer and have them (the actor) be prepared to react 

to any stimuli that may be thrown into the scene. These “variations” Calado mentions in his 

article are just some of the hypotheses the actor is trained, under Brites’ instruction, to find, put 

into practice in the shape of tools, and hold as the spectators’ attention is drawn toward them. 

Whoever is offstage does not remain idle, however; observing the Expression Plains is not 

mandatory, as the audience does not constitute a scene, but it is important students on the 

outside of the scene/stage/spotlight pay close attention, given that “they are working from 

[there], subsequently discussing and elaborating on what was seen and made [constituting 

somewhat of an approach to Socratic maieutic]. Plus, this constant presence of an audience 

fulfilled the premise that the work of the actor would always be considered from the spectator’s 

viewpoint984” (Calado, 2009, 43). 

From here, new improvisation possibilities arise: «stage positioning, entrance quality and 

justified exit, group composition, among others, while making sure expression [is] close to 

zero. […] there is something ambiguous and enigmatic about “onstage presence”, somewhat 

related to photogeny and the concept of “pre-expressive grading” proposed by Eugenio 

Barba985» (Calado, 2009, 43), all of this eventually becoming a part of the theatrical lexicon 

(being “presence” a keyword) Brites encourages his students to acquire. 

When addressing the Intermediate Character and the independence Expression Plains must 

obtain from each other, it is important to realize that the former is «a concept […] associated 

to a specific set of elements a viewer may recognize as being recurrent in an actor every time 

they [the viewer] watch them play different fictional characters: “the objective of this approach 

982 PT: Exercício Comentado Sobre a Consciência do Actor em Cena; cf. HSTF-PIL, 2013b, p. 11. 
983 Vide note 980. 
984 Vide notes 980-981. 
985 Idem. 
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is to gift the actor with better awareness of the recurrences they can avoid and the specific 

qualities they should preserve” [Brites apud Calado]» (2009, 43), whereas the latter leads to 

«the exploring and broadening of acting students’ expressional vocabulary by means of games 

focusing on the relationships between the three plains, individually: “corporality (what the 

spectator sees)”, “orality (what they hear)”, and “interiority (what they feel)”» (2009, 43-44). 

Bearing the first in mind, the following is an explanation of the process: 

Every day, a student’s IC [Intermediate Character] would be chosen by their 

classmates as improvisation material, with one moment saved for the student in 

question to respond with an improvisational moment of their own based on what they 

saw the others do. Two particular aspects arise at this point: the student’s classmates’ 

vision of their recurrences, instead of just that of the director-pedagogue […], and a 

critical observation accomplished in the context of theatrical practice, therefore 

creating opportunities in the artistic sphere for the transformation of said paths. […] It 

is my understanding that the “Intermediate Character” […] contributes to the setting 

up of a basic palette equipped with the expression of each uniqueness, simultaneously 

allowing their questioning with the purpose of increasing the number of possibilities 

for each student’s artistic choice986,987. 

(Calado, 2009, 43) 

As far as the articulation between Expression Plains goes, here is how it is done: 

The exercises aiming at [the practice of] this purpose elongate an improvisation 

logic, whether alone, in pairs, or as a whole group, under both an analytical and ludic 

vision of the aforementioned expression plains as experimentation cornerstones, 

subjectable to different harmonious connections. With the help of an imaginary 

intensity and enunciation scale of zero to ten, we were asked to improvise short scenes 

in which, for instance, physicality [or corporality] would unravel at a quick pace 

(graded seven), whereas orality would slowly evolve (graded three). I should mention 

that, in this sort of formal games, there was always an emphasis to the interiority 

986 My translation. 
987 All modifications in brackets – [] – are mine. 
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plain’s development with the purpose of making the acting credible […]. This way, 

the actors’ playing would be driven toward different stylistic grounds, developing, 

therefore, both shrewdness and the ability to articulate the [several] expression 

elements, [ultimately] contributing to a refined playfulness and a greater performance 

versatility. […] I would say this was [simultaneously] a deconstruction and rebuilding 

of our expression structure, in the sense of Michael Kirby’s “complex acting” [apud 

Calado], which is to say the sort of acting where the actor’s different expression plains 

are intertwined988. 

(Calado, 2009, 44) 

In the context of short dramaturgical insertions into the final presentation, and in addition 

to all other concepts acquired throughout the instruction under Brites, “presence, expression 

plains, binomials, and enunciation scale989” (Calado, 2009, 44), new vocabulary was brought 

onto the stage, such as “subtext (the actor’s internal discourse) and double text (the actor’s 

enunciation game as far as the fictional situation they are playing is concerned)990” (2009, 44), 

eventually leading to the ultimate “commentary [track]991”, which can be defined as “the 

actor’s ability to verbalize in real-time the mechanisms they are using to communicate with the 

audience992” (2009, 44). 

Here we see an association between “commentary” and Bertolt Brecht’s «Epic Theater»’s 

key mechanism, the “[a]lienation effect, also called a-effect or distancing effect, German 

Verfremdungseffekt or V-effekt […]. It involves the use of techniques designed to distance the 

audience from emotional involvement in the play through jolting reminders of the artificiality 

of the theatrical performance993” (Augustyn et al., 1998), as highlighted by Calado (2009, 44). 

Indeed, and regardless of the public presentation’s moment, the viewer could never be 

attached to any fictional characters, situations, or environments, as no such chance was given. 

When the moment came for each student-actor to perform their personal bit, comprised of a 

composite made of the result of their Intermediate Character process and what had been called 

a “manifesto”, i.e., a student’s free and personal choice of discourse, enunciated however they 

988 Vide notes 986-987. 
989 My translation. 
990 Idem. 
991 Vide note 988. 
992 Vide note 989. 
993 My brackets. 
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saw fit, regardless of the expression plains’ grading, content, etc. (being that what was 

important was making it believable and sustaining that exact credibility), there was a sort of 

commentary track somewhat similar to those we find in a motion picture’s bonus disc when 

we either purchase or rent it to watch at home, except it was not the director making voiceover 

remarks, but rather the student explaining as an integral part of the exercise what was it they 

were feeling, their impression of the scene in general or the audience in particular, for instance, 

along with other aspects such as the intention behind a certain move, phrasing, or total 

corporeal quietness, relying solely on their sight and the subsequent alienating explanation of 

it – the ultimate audience reminder that it is actors who are in front of them, people pretending 

to be attached to situations that could very well be real, even though they are definitely not. 

Such is Brecht’s principle: 

[…] a way of helping spectators understand the complex nexuses994 of historical 

development and societal relationships. By creating stage effects that were strange or 

unusual, Brecht intended to assign the audience an active role in the production by 

forcing them to ask questions about the artificial environment and how each individual 

element related to real-life events. In doing so, it was hoped that viewers would 

distance themselves emotionally from problems that demanded intellectual solutions. 

(Augustyn et al., 1998) 

994 Connections. 
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2.4.3.1.2 The Greco-Latin Universe 

Considering I have already explored this subject a lot by revealing the opinion of a great 

deal of experts on the importance of returning to the past and staging timeless plays under the 

circumstances of the present, I will not take that much time with this topic. What I do wish to 

add about it, however, is just how useful this ancient universe can be today (aside from the 

previously mentioned reasons, of course) and just how it garnered enough interest to be brought 

back to us in Modern History – around the end of the 19th century, specifically, and in the 

original Ancient Greek, no less: 

Every three years since 1882, University of Cambridge students have brought 

ancient Greek tragedies to life again through their performances in the Cambridge 

Greek Play, a showcase of theatrical and academic expertise that is spoken entirely in 

the original language. 

The first play – Sophocles’ Ajax995 – was, as the publicity of 1882 boasted, the 

first full performance of a Greek tragedy in ancient Greek in the modern world, and 

the show roused extraordinary interest. […] England was still in the grip of an intense 

‘philhellenic’ [i.e.,] love of all things Greek; classics took up 80% of the curriculum at 

the best schools and universities[.] […] For Victorian England, the Cambridge Greek 

Play represented a rare chance to see an art form that featured vividly in the cultural 

imagination. 

Archaeological accuracy really mattered to the Victorian audience – the play had 

to embody the best scholarship, the most recent research. […] This connection with 

research continues today, with a thriving academic interest that both feeds into and 

benefits from the performances. What can the surviving plays tell us of ancient 

Athenian society? How can we know how to pronounce a long-dead language? How 

can the ancient world inform our understanding of the modern world? What is at stake 

when Greek tragedy is staged in the theatre today, and how are its most difficult 

problems to be faced? It is this final question that has been of particular interest to me 

– how audiences might see ancient Greek theatre accurately reali[z]ed on stage again,

2[,]500 years after it was born in Athens. 

[…] Since the turn of the 20th century, ancient Greek plays have become part of 

995 My italics. 
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the repertoire of all modern theatres and, since the 1970s, there has been the most 

remarkable explosion of performances of Greek tragedy across the world – not just in 

Europe and the USA, but also in Japan and Africa and Russia. In London, Paris[,] and 

New York, almost no year goes by without a revival of one of these classics. In 2001 

alone, there were 17 productions of Aeschylus’ great trilogy[,] the Oresteia996[,] in the 

USA, which is more than there were in the whole world in the first 65 years of the 19th 

century. In London, three separate productions of Sophocles’ Electra997 were staged 

over a few months. When theatre director Peter Sellars wanted to stage his anguish at 

the Gulf War in the early 1990s, he turned to Aeschylus’ Persians998 – in California, 

Edinburgh[,] and Austria. There is no sign of this growth slowing, on campus or in the 

professional theatre. Greek tragedy seems once again to speak urgently and 

authoritatively to a modern audience. 

[…] Greek tragedy ruthlessly exposes the pretensions in human claims to control 

and certainty. As with the 5th century BC, our age is obsessed with the tension between 

the brutal realities of war and the rhetoric of politicians: Greek tragedy anatomi[z]es 

this tension with painful insight. Moreover, Greek tragedy is obsessed with conflict 

between the genders, between public and private duty, between self-control and a sense 

of helplessness in the face of the world’s violence: all this too finds a powerful echo 

with modern audiences999. 

(Goldhill, 2008) 

And if plays such as those mentioned by Professor Simon Goldhill of the University of 

Cambridge speak to us still today, there are many others (of which I will now provide just a 

few examples), including comedies, that continue to demonstrate how little sociopolitical 

issues have evolved, such as the exclusion of women and how pejoratively useful they can be 

to men, as denounced by Aristophanes in his Lysistrata: 

This comic masterpiece of war and sex is considered one of the greatest plays of 

all time. First staged in classical Athens in 411 B.C., the play portrays a woman’s 

996 Idem. 
997 Idem. 
998 Idem. 
999 All modifications in brackets – [] – are mine. 
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extraordinary mission to end the Peloponnesian War by exposing sexual relations in a 

male dominant society. In order to negotiate peace, a woman named Lysistrata 

persuaded the women of Greece to withhold sexual privileges from their husbands and 

lovers as a means of reconciliation. 

In a modern remake by Yiannis Kakleas, Aristophanes’ heroine comes up with a 

witty scheme to produce immediate results, addressing the issues of war with a 

combination of political awareness and sexual desire. Aristophanes’ message is clear 

that[,] when it comes to important decision making[,] there must be reciprocity and 

understanding[,] which he believes is a trait that women have embraced better than 

men1000. 

(Fly Me To the Moon, 2016) 

If corruption continues to lead to illicit riches, leading the wealthy, in turn, to stomp all 

over those of reduced means, it is up to the latter to try to improve the world’s situation by not 

giving up on their intrinsic values, as Plutus would eventually teach Chremylos in the 

eponymous play, also by Aristophanes: 

This ancient Greek comedy highlights how both ancient and modern societies are 

fueled by wealth. It is the tale of a virtuous but poor man named Chremylos who sets 

on a journey to Delphi to seek the advice of the oracle. As instructed by the god 

Apollo1001, Chremylos invites the first man he meets into his home. That man turns out 

to be a god in disguise; it is the god Plutus[,] who portrays himself as a blind beggar. 

After some twists and turns in the story, the beggar’s eyesight is restored. The moral 

of the play is that wealth is distributed randomly, and if eyesight can be restored[,] 

then wrongs can go right. It is not impossible for the world to become a better place. 

(Fly Me To the Moon, 2016) 

If this were a thesis on Comparative Literature, this would be the ideal moment to set the 

moral of Plutus side by side with that of the “Book of Job”, which just happened to be inserted 

1000 Vide note 999. 
1001 The one whispering the sage advice passed on by the Pythia to her visitors from all over the Greek world. 
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in the syllabus of the now defunct “Dramaturgy II” CU1002, even though I preserved it in my 

design of the “Bachelor’s Degree in Dramatic Arts”, under the same designation1003. 

Succinctly: 

The dominant theme of Job is the difficulty of understanding why an all-powerful 

God allows good people to suffer. Job wants to find a way to justify God’s actions, but 

he cannot understand why there are evil people who “harm the childless woman, / and 

do no good to the widow”, only to be rewarded with long, successful lives (24:21). 

Job’s friends, including Elihu, say that God distributes outcomes to each person as his 

or her actions deserve. As a result of this belief, they insist that Job has committed 

some wrongdoing to merit his punishment. God himself declines to present a rational 

explanation for the unfair distribution of blessings among men. He boasts to Job, 

“Have you comprehended the / expanse of the earth? / Declare, if you know all this” 

(38:18). God suggests that people should not discuss divine justice since God’s power 

is so great that humans cannot possibly justify his ways. 

[…] God’s onslaught of rhetorical questions to Job, asking if Job can perform the 

same things he can do, overwhelms both Job and the reader with the sense of God’s 

extensive power as well as his pride […]. 

[…] 

The interaction between Job and his friends illustrates the painful irony of his 

situation. Our knowledge that Job’s punishment is the result of a contest between God 

and Satan contrasts with Job’s confusion and his friends’ lecturing, as they try to 

understand why Job is being punished. The premise of the friends’ argument is that 

misfortune only follows from evil deeds[, though] God and Satan do in fact view Job 

as “blameless and upright”. […] The interaction also shows the folly of trying to 

understand God’s ways1004. 

(SparkNotes, n.d.) 

It is only when “[Job feels o]verwhelmed by the encounter [that he] acknowledges God’s 

unlimited power and admits the limitations of his human knowledge […, eventually pleasing 

1002 Cf. diss. App. D.1.f. 
1003 Cf. diss. App. D.9.a.2. 
1004 All modifications in brackets – [] – are mine. 
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God, who ends up returning] Job’s health, providing him with twice as much property as 

before, new children, and an extremely long life1005” (SparkNotes, n.d.). 

As to the Latin part of the proposed universe for the second half of “Creative Workshop 

I”1006, Roman Theater mostly derived from its Greek ancestor – especially the comedic side of 

it, by the hands of both Plautus and Terence, who: 

[…] used simple plots and broad obscene humor filled with stock characters[, 

including] prostitutes, shrewish wives, and clever slaves. There were two types of 

Roman dramas: Fabula Palliata, which were translations of Greek plays into Latin, 

and Fabula Togata, which were of native origin.  Fabula Togata were based on more 

broadly farcical situations and humor of a physical nature. 

[…] 

We have inherited much from the influence of […] Roman theatre. Our comedies 

of today still display the same plots and humor as the Romans did in ancient times. 

Our situational comedies on TV are a great example of how we still use the same 

format of entertainment today.  [… T]oday, we look to forms of entertainment that will 

take our minds of the hardships and stresses of our everyday lives. We can loose[n] 

ourselves in a comedy, laugh, and experience joy […]1007. 

(Roman Drama, 2011) 

Specifically concerning how useful performing ancient texts can be to the actor’s training, 

there are (at least) three important lessons to be learned: 

[…] One lesson is to embrace simplicity. Greek plays usually had three actors on 

stage at the most (plus the chorus) and worked from very limited structures. 

Another lesson modern-day actors can learn from the ancient Greeks is the value 

of acting with their bodies. Since Greek actors often wore heavy masks, no one could 

see their faces. They relied heavily on their bodies and voices to portray their roles. 

Additionally, actors can emulate their Greek predecessors by respecting the 

importance and potential impact of the story they’re embodying. Greek theatres had 

1005 Idem. 
1006 Cf. diss. App. D.9.a.1. 
1007 Vide note 1004. 
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no fourth wall, and the audience was an essential part of the production. 

(Simon, 2019) 

From the Greeks’ value of acting with their bodies and heavily relying on their voices 

comes the importance of both «Movement» and «Voice»’s assistance all across a higher 

education instruction in the Dramatic Arts. 



230 

2.4.3.2 Speech Theater 

2.4.3.2.1 Renaissance/Baroque 

In the words of Carlos J. Pessoa, he believes “it makes perfect sense having both Gil 

Vicente and Shakespeare as canonical authors, followed by the Baroque period as a historical 

transition time, a kind of Baroque that, somehow, bridges the classical and the contemporary 

(…) because we might even be living in a Neo-Baroque age” (Calado, 2009, 40). 

The reason I begin this topic by making use of the quote above from the former Head of 

the HSTF-PIL’s Theater Department is directly connected to the artistic currents I chose for 

the 2nd Semester of the hypothetical «Bachelor’s Degree in Dramatic Arts»’s freshman year, 

still in the context of the Theater Module, which spans across the first of three curricular terms, 

according to the legislation in force, under the provisions of the Bologna Process and, bluntly 

put, that reason is the fact one cannot be enrolled in a theatrical education, especially at a higher 

level, without going through canons such as William Shakespeare, whose 38 plays and 154 

sonnets but constitute the basis of modern drama and poetry. 

In fact, Harold Bloom, Sterling Professor1008 of the Humanities and English at Yale 

University, who passed away aged 89 in October 2019 and continued to teach until the very 

end1009, claimed Shakespeare had invented Humanity as we know it today in his book 

Shakespeare: The Invention of the Human. In his review of it for the Boston Review, however, 

Robert Atwan challenges that claim: 

For Bloom, Shakespeare stands alone not only as the greatest literary genius who 

ever lived, but the greatest intellect of all time, so far ahead of anyone who came before 

or after him that we can never catch up. He represents the outer reaches of human 

intelligence, and when we immerse ourselves in his plays[,] we enter territory as yet 

uncharted. This means that even the most gifted critical minds – Bloom’s included – 

cannot contain Shakespeare; he contains them. As Bloom puts it, “no one yet has 

managed to be post-Shakespearean”. 

[…] Bloom finds nothing wrong with the worship of Shakespeare1010; in fact, he 

claims that it “ought to be even more a secular religion than it already is”. Bloom 

1008 The highest possible rank attained by members of faculty at Yale University, meaning they are looked 

upon as the best in their field. 
1009 YaleNews, 2019. 
1010 “Bardolatry”, as coined by George Bernard Shaw, in 1901; cf. Atwan, 1999. 
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believes not only that we can’t fully explain Shakespeare, but that “Shakespeare will 

go on explaining us, in part because he invented us”. It is a gigantic, intriguing and[,] 

by all means[, …] provocative leap from imagining a Shakespeare who is the “sphere 

of humanity” to imagining that he outright invented humanity. 

[…] When Bloom claims that Shakespeare invented the human, however, he 

doesn’t merely mean that he pioneered these psychological fields in literature before 

they became established in what gradually became our modern disciplines. According 

to Bloom, Shakespeare – especially in his creation of Falstaff and Hamlet – so utterly 

altered human consciousness that[,] after him[,] the world was a different place and 

we were different creatures. In other words, Shakespeare re-created humanity. 

[…] Why was the spark of modern consciousness set into motion by a single 

dramatist from one small nation and not by the general European intellectual 

movement we customarily call the Renaissance? Did Leonardo, Michelangelo, and 

Dürer make any contributions to the invention of the human[,] or was this invention 

entirely a business of words? Assuming Shakespeare did indeed transform human 

consciousness, how quickly did the change occur? […] 

[…] Bloom claims that if Shakespeare had died at twenty-nine, like his friend 

Christopher Marlowe, the world would be a different place: “we would be very 

different, because we would think and feel and speak differently. Our ideas would be 

different, particularly our ideas of the human, since they were, more often than not, 

Shakespeare’s ideas before they were our own”. But would a non-Shakespearean 

world be a better or worse place to inhabit? Did Shakespeare, with his powerful 

creations of abusive, tyrannical, and murderous egotists, supply the future with the best 

“role” models? […] Isn’t the playwright also responsible for fashioning the modern 

psychopath or, as Bloom might have it, the “criminal visionary”? To be sure, Bloom 

recognizes the full spectrum of benignity and malignity included under the word 

“human”. He writes in his discussion of Richard III: “To invent Richard is to have 

created a great monster, but one that will be refined into Shakespeare’s invention of 

the human, of which Iago, to everyone’s delight and sorrow, will constitute so central 

a part”. 

That still leaves us with a societal implication one wishes Bloom had unpacked: 

if Shakespeare had never written his major plays[,] would the world be a kinder, 
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gentler, more equitable, and harmonious place to live?1011 

(1999) 

To someone who admired Shakespeare as much as Bloom, who even supported somewhat 

of a mundane idolatry of the bard, one can only imagine such a challenge presented the kind 

of academic and intellectual insult those who overtly sponsor the Oxfordian theory enunciate 

daily, but that is a discussion best saved for another time. 

Whether Shakespeare did indeed reinvent the concept of Humanity, eventually influencing 

his European contemporaries’ train of thought, who would then model themselves after his 

characters, either in a benign or malign fashion, and subsequently inculcate a new set of values 

into society in general, regardless of the level of literacy, is entirely a question of opinion and, 

consequently, speculation. 

Right now, what matters to me the most are the reasons why studying Shakespeare in this 

day and age is still relevant, more than four centuries over his death, as was the case with other 

texts that are not only centennial, but rather millennial, perhaps even modeling the Elizabethan 

age according to its own principles, for we are talking about the Renaissance, after all, which 

is to say the Middle Ages were an obstacle to human development and, therefore, a fresh start 

was required, like a phoenix rising from its own ashes, based on one of the most intellectually 

proliferous ages in the History of Humanity – Classical Antiquity. 

There is, in fact, “the collective scholarly agreement that Shakespeare’s work itself [was] 

adapted and borrowed from history, mythology, the Bible[,] and even his contemporaries1012” 

(Trapp, 2018), driving people today to an ever-present enthusiasm over the bard, and mostly 

“because his timeless storylines continue to speak to us through reinventions and new 

interpretations in popular culture” (Trapp, 2018). The Shakespeare instructor also adds that: 

Shakespeare’s plays have an openness to them […]. They inspire thought, and his 

capacious works invite reinvention. The plots we think of as quintessentially 

Shakespearean – Romeo and Juliet, Macbeth, Hamlet and King Lear, among others – 

are based on old stories, histories[,] and myths that he reworked into his own material. 

Shakespeare was a masterly adapter, and his work is largely based on borrowing and 

1011 All modifications in brackets – [] – are mine. 
1012 Idem. 
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interpretation. It’s only fitting that his plays have in turn been reworked endlessly. 

It’s not just movie storylines that rework Shakespeare’s plots. More and more 

television shows […] have been influenced by Shakespearean culture and[,] in turn, 

they have become their own popular culture phenomena. Part of the reason for that 

could be seeing Shakespearean-inspired drama performed on screen – the modern 

equivalent of the stage from The Bard’s own time. Being able to see his work 

performed live – albeit pre-recorded and on TV – makes us appreciate his work from 

a different perspective. 

[… Characters of today] resemble the rich, layered characters we find in 

Shakespeare, and these characters are so real that they have practically become types 

over the centuries – we know a Portia or a Henry V or a Banquo or a King Lear or a 

Richard III when we see them, no matter […] the context. 

[…] There’s something about the plays that makes them more than topical, more 

than of their own time. They can teach us about the politics and the psychology of our 

current moment, about the intricacies of hubris and the fluidity of desire, the perils of 

blind ambition[,] and the satisfactions of true connection. These plays have managed 

to speak complicated truths to all manner of audiences and readers for hundreds of 

years. 

[…] Shakespeare’s language is gorgeous, his characters complex[,] and the 

themes – love, honor, betrayal, envy, jealousy, fear, pride, lust, grief – are all issues 

that matter to us today. […] We look to Shakespeare to make meaning of our 

experiences. And our experiences – concerning everything from gender, family and 

political intrigue to fame, race, and class – are nimbly and memorably explored in 

these plays. Shakespeare’s characters and plots are both of his time and for all time. 

His plays allow us to see ourselves anew. 

[…] 

In Shakespeare’s time, audiences were much more attuned to words and [o]rality 

[…]. They experienced the plays live; they would have very rarely read the plays. On 

the other hand, today we more often experience these plays in our own minds in a 

solitary act of reading. We ascribe much to the generative power of the words on the 

page, whereas Shakespeare’s audience – who were primed for his language and 

allusions in a way that we no longer are – was more invested in the live moment of 

entertainment being enacted in front of them. 

[…] 
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Shakespeare wanted his audience to react in the moment; he welcomed a physical 

connection to his work […]. He wrote for live audiences, and his plays were made to 

be performed1013. 

(Trapp, 2018) 

Including contents such as these, pertaining to a kind of Theater based on the use of orality 

and speech, given the means to visually build the scene were slim to none in Shakespeare’s 

time, is essential to the actor’s expression, as observed by Calado: 

[They are] focused on the actor’s technical development and the encouraging of 

exploration through playfulness, in a strict dialogue with classical dramatic literature 

and different speech theater modules. [This is the time] students expand their self-

awareness, their personal desires and challenges, simultaneously connecting with 

artistic and empirical practices related to a certain theatrical tradition. [There is] a 

dynamic between the memories the school is attached to and the social modifications 

around them […]. 

(2009, 41) 

1013 Idem. 



235 

2.4.3.2.2 Symbolism/Realism 

I believe having both Symbolism and Realism for a first approach to, let’s say, the 

cultural memory of Western theater, is a fortunate choice[,] because [the former] 

involves [the presence of the latter], which is what students are mostly used to, given 

what they watch on television, the movies they see, thus allowing a connection to other 

legendaria1014,1015. 

(Pessoa apud Calado, 2009, 40) 

When Carlos J. Pessoa shared his thoughts with Alexandre Calado on how fortunate it was 

for students to get in touch with both Symbolist and Realist approaches, he was talking about 

freshmen actors, who would explore these artistic currents in the 2nd Semester of the 

degree1016, prior to the teaching of Classical Theater (comprised of Gil Vicente and William 

Shakespeare) in both the 1st and 2nd Semesters of the 2nd Year1017. 

By swapping Renaissance/Baroque for Symbolism/Realism in the second part of “Creative 

Workshop II”1018, however, I seek to maintain a chronological order accompanied also by 

theoretical CUs, which would be the case, for instance, of Theater Art Theory II1019 and Theater 

History and Dramatic Literature II1020, therefore converging the several course-based CUs to 

the same historical target, instead of jumping back and forth in time – a synchronic perspective, 

as opposed to a diachronic viewpoint. 

This is not a mere question of logistics (that is what the timetables in the «Appendices» 

section are for), but rather pedagogical coordination and coherence. As we move forward along 

the several trails of History, sooner or later we will end up getting in touch with new movements 

whose basis is in the past, pretty much as Maggie Trapp noticed in the previous topic of this 

dissertation; if Shakespeare went back to Antiquity to adapt the several available materials to 

his own time, Symbolists were no different, as stressed by Tisdel: 

[… S]ymbolism has come to play an important part in […] drama. Dramatists 

1014 My translation. 
1015 All modifications in brackets – [] – are mine. 
1016 Cf. diss. Apps. D.1.b.1, D.1.c.1, and D.1.d.1. 
1017 Cf. diss. Apps. D.1.b.2, D.1.c.2, and D.1.d.2. 
1018 Cf. diss. App. D.9.a.2. 
1019 PIL, 2015, “Map X – Theater Art Theory II”, pp. 91-93. 
1020 Ibid., “Map X – Theater History and Dramatic Literature II”, pp. 169-171. 



236 

have long recognized the problem of expressing experiences which cannot well take 

form in the action of dramatic characters and have sought devices for overcoming the 

natural limitations of their art form. Most of these devices – the aside, the soliloquy, 

the confidant – have been largely abandoned, but the symbol has been more and more 

widely used. How effective Shakespeare found it is well illustrated in Macbeth. The 

ghostly appearances at the coronation banquet are just the visible symbols of what is 

going on in the mind of Macbeth – his fear of retribution, his half-conscious remorse. 

The witches are the symbols of the first promptings of ambition, the first half-

conscious or subconscious suggestions of murder as a means of acquiring the throne 

[…]. 

Sometimes[,] a dramatic character and a human figure used as a symbol appear 

together. This is true in [Ibsen’s] The Master Builder. The subject of the play is the 

supplanting of the older generation by the younger. Ragnar Brovik is a dramatic 

character, a genuine member of the new generation, striving for self-expression and 

demanding his opportunity in the face of the old regime. But Ibsen wishes in addition 

to reveal the spirit of the new generation at work in the inner experience of the master 

himself, his fear of it and his yearning towards it […]. 

This use of the human figure as a symbol is common in modern drama when the 

idea transcends the limits of the individual life, or when the mysterious and mystical 

suggestion would be lost in a too definite presentation. […] Even in the catastrophe 

itself we do not, as in […] Shakespeare’s Romeo and Juliet, get the clear, sharp vision 

of passion in action. We see rather the vague and terrible mystery of passion, and 

almost feel its inexorable force independent of its manifestation in individual human 

lives. The symbolic treatment presents the problem from a new dramatic point of view. 

The method has its obvious disadvantages. The necessary lack of individuality in 

the figures precludes clear and fine dramatic characterization, and the placing of real 

and symbolic characters side by side is confusing. Again, since the symbol is not a 

personification and cannot, therefore, always be equated with that for which it stands, 

the result is a vagueness which puzzles the commonplace mind. […] Then, too, the 

symbolism often interferes with the plausibility of the action. […] Moreover, as the 

action proceeds, the necessities of the symbolism make the scenes more and more 

artificial. […] The dramatic action is not convincing in its human motives. Indeed, the 

whole scene lacks the reality of life. 

 On the other hand, [… t]he new method breaks down the recognized limits of 
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drama and brings within the scope of the theatre experiences hitherto considered 

undramatic. It makes possible as never before the drama of mystery and mysticism. 

[…] 

In certain symbolic dramas[,] there is an effort to get away from human characters 

altogether. […] The dramatis personae seem hopelessly undramatic: spirits of sugar, 

bread, water, and fire to represent natural forces; light to signify spiritual vision; the 

dog and the cat to represent loyalty and deceit; ghosts of ancestors and of children still 

unborn to symbolize the forces of the past and the future. 

[…] For better or for worse, the symbolists are modifying our definitions. They 

are trying to enlarge the domain of the theatre by “penetrating deeper and deeper into 

human consciousness and placing moral problems on a higher pedestal”, shifting the 

emphasis from external action to the psychological and moral processes which 

underlie action[,] and which cannot always find expression in action. 

 Says Maeterlinck: “The mysterious chant of the Infinite, the ominous silence of 

the soul and of God, the murmur of eternity on the horizon, the destiny of fatality that 

we are conscious of within us, though by what tokens none can tell – do not all these 

underlie King Lear, Macbeth, Hamlet? And would it not be possible, by some 

interchange of roles, to bring them nearer to us and send the actors farther off?”[.] 

Maeterlinck believes that the old themes of tragedy are played out, that external action 

in drama is passing away, and that the drama of the future will be a “static drama”1021. 

(1920, 229-239) 

Let us just say Symbolist Theater is not addressed at an audience who would rather be 

entertained for the evening, as would be the case of a musical, instead of paying close attention 

to every single detail on the stage and then reflecting on the messages behind an elemental 

character whose corporality, for instance, was specifically created by the actor playing it, 

preventing his own physicality, mannerisms, and voice/orality from transpiring into the 

theatrical context, making them unrecognizable. 

Such was the premise of authors to the like of Maurice Maeterlinck, as mentioned by 

Tisdel, or one of the former’s closest friends, Alfred Jarry, who would rather dismiss 

unnecessary actors (as it would crowd the stage), reduce the scenery and the props to the bare 

1021 All modifications in brackets – [] – are mine. 
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minimum (inspired by the Elizabethan era), give his protagonists a mask to force a rigid vocal 

exercise (inspired by the Greco-Latin Universe), and visually transform his plays into timeless 

pieces, regardless of what the world might become in the near future1022. In fact, he was even 

willing to kick out those who did not get the messages embedded in his plays, specifically Ubu 

Roi1023. 

In the end, “Symbolist theatre did not last long as a unified movement, [though] its sharp 

break with the realistic tradition along with its reliance on fantasy, atmosphere, and mood 

influenced 20th-century playwrights and theatrical production” (Das et al., 1998). 

Although Symbolist drama might not have been that much popular as a concept in its 

whole, the truth is later movements, of which Brecht’s «Epic Theater» would be an example, 

did rely on visual mechanisms that aided audiences in a better understanding of the meaning 

behind a play in general and its characters in particular, making the latter realistic enough to 

generate either empathy or disgust (the ancient pathos), never forgetting, however, to cut it 

short and remind the crowd that the action taking place onstage is fictional, even though it does 

comprise a parable-like feature that will ease identification with current societal events, as was 

the case, for instance, of Brecht’s own The Resistible Rise of Arturo Ui, completed in 1941, 

though it was only first staged in 1953 by the playwright’s company, «Berliner Ensemble», in 

East Berlin, as it was allegorical of Hitler and Nazism’s rise to power in 1933. Despite having 

fled Nazi Germany, Brecht failed to stage the play in New York, where he was exiled, as the 

United States was still a neutral country in the context of World War II, eventually taking part 

in the casus belli less than three months later, in December 1941, following the surprise-attack 

by the Empire of Japan. 

The physical demands foreseen in Symbolist drama and the recurrent artifices we continue 

to see on TV and Film still today allow the actor’s training to become far more complete, 

enabling them to broaden their horizons in search of new perspectives, just as Pessoa mentioned 

in the beginning of this topic, combining classicism with contemporary practices (to the like of 

those made available in the current version of the HSTF-PIL’s Bachelor’s Degree in Theater – 

Acting Option’s 5th Semester1024 or the hypothetical «Bachelor’s Degree in Dramatic Arts’» 

5th Semester, within the “Free-Choice Module”1025, following the learning of Theater, Film, 

and Television. 

1022 Vasques, 2004, pp. 4-5. 
1023 Ibid., pp. 6-7. 
1024 HSTF-PIL, 2018ae. 
1025 Cf. diss. App. D.9.c.1. 



239 

In conclusion, Pessoa also adds that: 

Contemporary Theater helped me clear my doubts. I believe it was very positive 

[-] so much so that there’s a proposal for the introduction of this experience in the 

coming term’s curriculum[;] all the instructors I spoke to claimed it was greatly 

advantageous because students matured a lot, their output grew, and so did their 

autonomy, which is important for us to scrutinize under a pedagogical point of 

view1026,1027. 

(apud Calado, 2011, 116-117) 

1026 My translation. 
1027 All modifications in brackets – [] – are mine. 
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2.4.3.3 The Polymorphic Artist 

In my projection of the “Bachelor’s Degree in Dramatic Arts”, there are two core modules 

to deliver to prospective students after a theatrical basis, and those are Film in the 1st Semester 

of the 2nd Year1028, and Television in the 2nd Semester1029. The 3rd Year comprises all three 

modules, being that, in the 1st Semester, students may pick two of three possible choices in the 

final “Creative Workshop” module of the entire course1030. 

A stronger collaboration between the School’s two Departments necessarily requires 

greater proximity, not only between Theater and Film students, but also their respective faculty, 

thusly joining forces in order to provide students with a wider range of skills and allow 

instructors themselves to continue developing their teaching skills by working closely with 

their counterparts in the Department they do not originally belong to, constituting, therefore, a 

tighter bond, as recommended by the HE3A’s EAB. 

This curricular preparation, while slightly heavier regarding a weekly workload, has an 

upside to it – increasing polyvalence for all interlocutors involved, simultaneously maximizing 

everyone’s potential regarding chances of entering the job market while performing different 

tasks, which is exactly the mission of the HSAD-PILeiria1031, the SA-UE1032 and the AHI-

UMinho’s1033 Bachelor’s Degrees in Theater, along with the SAH-UTAD’s1034 Bachelor’s 

Degree in Theater and Performing Arts. 

By keeping a “Creative Workshop” CU across five out of six semesters, said polyvalence 

can be trained and perfected with plenty of time, enabling students to rotate regarding the tasks 

performed in each module of this CU, whether it be acting, production, dramaturgy assistance, 

set and costume designing, or even directing. 

The contemporary movement is comprised of a great diversity of spectacle 

expressions, perhaps making it impossible to present a comprehensive synthesis that 

might just be able to reduce this plurality of practices to a common denominator. 

Production methods themselves are very distinct nowadays, there being both stagings 

of traditional repertoire plays with the entire process centered in the director and 

1028 Cf. diss. App. D.9.b.1. 
1029 Cf. diss. App. D.9.b.2. 
1030 Cf. diss. App. D.9.c.1. 
1031 Cf. diss. subchap. “1.2.3 Career Prospects”, p. 42. 
1032 Cf. diss. subchap. “1.4.3 Career Prospects”, p. 68. 
1033 Cf. diss. subchap. “1.6.2 Career Prospects”, p. 80. 
1034 Cf. diss. subchap. “1.5.3 Career Prospects”, p. 76. 
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collaborative creation projects placed side by side, in which interlocutors are expected 

to fulfill strongly interdisciplinary tasks1035. 

(Calado, 2009, 46) 

The above quote happens to describe my exact sentiment regarding the possibility of the 

HSTF-PIL moving forward with an interdepartmental degree, of which my “Bachelor’s Degree 

in Dramatic Arts” is but a possible example out of numerous others that would require time, 

agreement between competent bodies and authorities, planning, reports, preparing proposals to 

be submitted to the parent and then the accrediting organizations – that much we know by now; 

there are several limitations presenting themselves as obstacles to the fulfillment of an 

improvement measure as obvious as can be, and that is taking advantage of the fact that both 

Theater and Film are taught at the School and having all students take part in these two fields. 

In quite a straightforward fashion, I must say that, in order to act, design costumes and 

sets, elaborate dramaturgic support, and ultimately produce a piece in the Performing Arts field, 

one is either involved in a performance of a theatrical nature, or starts auditioning for TV and 

Film roles. These last two sectors, in turn, require the same sort of personnel Theater does, 

which is why I see it as perfectly legitimate for one to specialize in a specific field, eventually 

broadening one’s horizons so as to morph into whatever is available in the job market and 

needs to be done by people who know what they are doing. 

In order to do this, the Film Department’s role is critical, not only for its Bachelor’s Degree 

in Film’s curricula, divided into several Options of its own (which would be 

Screenwriting, Production, Directing, Filming, Editing, and Sound Design)1036, but also its 

facilities, comprised of several studios built for all sorts of tasks1037. Faculty from both 

Departments would have to discuss and clarify which thematics are best for a Common Core 

approach. 

The best example that comes to mind when trying to illustrate all of these options, 

solutions, or hypotheses for both the artistic and cultural enrichment of an instruction in the 

Theater and Film arts and sciences is that of SillySeason, made of performers Cátia Tomé, Ivo 

Silva, and Ricardo Teixeira1038, all three former students of the Bachelor’s Degree in Theater 

1035 My translation. 
1036 HSTF-PIL, 2017c and 2018at-y. 
1037 HSTF-PIL, 2016a. 
1038 SillySeason, 2020. 
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– Acting and Dramaturgy Options.

It was only in October 2020 they staged their latest creation, “revisiting the Roaring 20s 

of the past century, in which a parallel is made with the time we live in. In this new play, current 

events – such as the pronounced rise of populism – make up for a perpetuated echo driving us 

not only toward a reflection upon the cyclical condition of certain historical moments, but also 

new forms of oppression, all the more sophisticated and invisible1039” (SillySeason, 2020). 

As emerging artists at one time, they are now the ones supporting others as well, as seen 

below: 

[…] I believe we’re privileged because we’re supported by the Directorate-

General for the Arts. […] One of our planned activities was eventually discarded and 

we ended up channeling those funds to artistic creation fellowships, having been joined 

by Teatro do Bairro Alto, Teatro da Garagem, and Teatro Feiticeiro do Norte. We only 

had enough to support two projects, but, with the help of these entities, we financed 

six projects. This cooperation between smaller institutions, entities, or groups such as 

ours was very touching, especially in the current context. 

[…] it was also a way of caring for our peers […], those who are invisible in the 

arts and have no access to this specific funding1040,1041. 

(2020) 

When asked about the attaining of their objectives after eight years together, SillySeason 

claim that: 

We still haven’t been able to solidify all our dreams or every single thing we want 

to do. I believe, however, each project we develop is special, leading us to taking a 

considerable leap as far as material experimentation and thematic development are 

concerned. This way, we’re evolving. Still, there are lots of ideas we can’t push 

forward because, even though we can count on the DGA’s support, we can’t afford it 

all. 

Yeah, because we also want to bring outsiders to SillySeason, collaborators from 

1039 My translation. 
1040 Idem. 
1041 All modifications in brackets – [] – are mine. 
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all sorts of fields, which has always been one of our initial premises, opening our group 

to others, despite the predominant precariousness. People have got to be paid for their 

work and, sometimes, a number that might just look handsome face-value happens to 

be insufficient, when split across numerous activities1042. 

(2020) 

SillySeason are becoming all the more renowned for their deconstruction of originally 

classical plays, which takes me back to how necessary it is for Dramatic Arts students to, first 

of all, get in touch with the unabridged versions of said texts, in order to understand the actual 

meaning behind them and how they were staged across the authors’ lifetime, so that present-

day adaptations of them continue to make sense, regardless of the sociopolitical context we are 

in as a civilization, relying on both their timeless message and the creative artists’ approach to 

it, favoring that exact feature: 

There is, indeed, an idea that we’re not going to perform the plays and classics we 

choose [as the bases of our shows]. However, we’re a theater company and we realize 

there’s a certain theatrical legacy that was left to us as both individuals and humanity, 

and because classics are important, we know there’s a lot of juice to extract from them, 

leading to the development of concepts and thoughts dear to us. That’s why we enjoy 

working with classics[,] but we can’t [-] nor do we want to [-] illustrate the aura offered 

by those classics, it’s not our thing. We’re more interested in reshaping a classic’s 

narrative objective into a discursive purpose, i.e., instead of portraying whatever 

Chekhov or Ibsen gives us, we seek to dialogue with the author. We need to understand 

what it is they’re saying and, from there, it’s as if the author were more of a 

collaborator of the show. It’s as if I spoke to Ibsen every day through his play. 

[…] This doesn’t mean we can’t perform a play in a more conventional way, 

someday. It all relies on a constant demand. Right now, we’re at a stage where we take 

up a classic and try to understand how it can become our own, how it reflects itself 

onto us […]1043,1044. 

(2020) 

1042 Vide note 1039. 
1043 Idem. 
1044 All modifications in brackets – [] – are mine. 
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Regarding the concept of collectively putting a spectacle together and authorship, 

SillySeason are clear – it does not matter whose idea it was to begin with, because, in the end, 

all members will have had a say and the result eventually belongs to the whole group: 

Our process is so distributed that it’s very complicated to designate that one person 

who came up with an idea. 

[…] It’s irrelevant. There’s this hierarchy principle where there’s a director, a 

playwright, actors, and so forth. We do all those things. We’re actors, directors, 

producers, and even the cleaning staff who sweep the confetti and carry the gear after 

the show. We’re really into this communal environment1045. 

(2020) 

Speaking of interdisciplinarity, just how much can a group like SillySeason bring onto the 

stage, ranging from Film to Dancing, or even other means of artistic expression? 

We ask ourselves a lot what theater really is. That is the starting point of all our 

processes and it’s a question with no answer in sight. We believe the vitality of 

nowadays’ theater just can’t ignore all other artistic approaches made, or whatever’s 

happening right now and even growing by the hand of other groups. Whenever we 

question theater, we do it based on the viewpoints of the several artistic variants and 

theater genres currently being made. We work a lot via the appropriation of different 

languages and styles[, and], when we ask other people to work with us, we’re looking 

at keeping this vitality alive. 

[… W]e think of the performance spot taking place across the scene’s entire 

duration and begin by laying it out geometrically, as we wonder how it’ll be possible 

for us to find a device that can bind itself to the main idea and help develop a narrative 

spectacle. That’s why this is so important in our shows, because it propels the entire 

discourse. Then, of course, there’s the question of bringing theater together with other 

fields, though there’s no hierarchy in between, meaning video isn’t more important 

than the script or the actors’ positioning on stage. Everything has a place of its own in 

a discourse where several means complement each other. 

1045 My translation. 
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[…] Still, there are those who haven’t yet worked with us […] and often don’t get 

the connection between their lines and what’s still being developed, such as imagery, 

footage, etc. There’s this universe connecting all the dots that hasn’t been formed yet. 

I’d say there’s this whole idea of speech theater, but it’s possible to develop a character 

without words. The lighting, the costumes, our bodies, they all relay the message and, 

when sewn together with words, [it’s all there, even though] it’s hard to make sense 

out of it on the first day of rehearsal1046,1047. 

(2020) 

In the end, being able to do everything in the context of the Performing Arts, regardless of 

the field (Theater, Film, Dancing, Music…), has become all the more crucial for initiatives 

such as SillySeason and their contemporaries to thrive in a world of change and renewal, even 

though ancient messages still today find a place among us, and most of them in the worst 

possible ways, which is the case of the cyclical rise of populism and nationalism, or the role of 

women in society, among many other issues we thought had been eradicated by now (as noted 

by Capelo [2016]), though they still plague us to the like of an intellectual pandemic to which 

the only vaccine available is Culture. 

In the words of Calado: 

It is expected nowadays that an actor, apart from developing somewhat of a 

personal style, can also introduce themselves as a maker of theater, performing tasks 

related to every stage of the artistic process. […] I would like to believe higher 

education can be a place where and a time for and a group with whom to create and 

uncover this unique subjectivity, simultaneously open and polymorphic. Perhaps it is 

not necessary for someone to attend a polytechnic or a university to become a 

Television, Film, or Theater actor, but I do think academy today is reshaping itself as 

a possible place for resilience and research capable of addressing both the social and 

cultural challenges of our time1048. 

(2009, 46) 

1046 Idem. 
1047 All modifications in brackets – [] – are mine. 
1048 My translation. 
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B. Conclusion 

Over the course of this two-part study, I was able to verify that, in addition to the highly 

praised (both foreign and domestically) Bachelor’s Degree in Theater awarded by the Higher 

School of Theater and Film of the Polytechnic Institute of Lisbon, the successor to the Royal 

National Conservatoire founded by Almeida Garrett, there are five other undergraduate degrees 

of the same academic nature – the Bachelor’s Degree in Theater of the Higher School of Arts 

& Design of the Polytechnic Institute of Leiria, based on a Common Core Curriculum, the 

Bachelor’s Degree in Theater of the Higher School of Music & Performing Arts of the 

Polytechnic Institute of Porto, based on a Variant-specific curriculum, the Bachelor’s Degree 

in Theater of the School of Arts of the University of Évora, the Bachelor’s Degree in Theater 

& Performing Arts of the School of Arts & Humanities of the University of Trás-os-Montes e 

Alto Douro, and the Arts and Humanities Institute of the University of Minho (being the latter 

three based on a Common Core Curriculum). 

While my main motivation, as described in the Preamble to this dissertation, was to build 

an undergraduate degree model in order to address the needs of prospective Theater students 

in Portugal, I found out, without any surprise whatsoever, there is no single model accredited 

institutions offering a Theater and/or Performing Arts course should follow, for there are 

always different ways of complying with the planned objectives for a certain curriculum. 

Whereas the HSTF-PIL and the HSMPA-PIP have traditionally stuck to Option and Variant-

based courses, respectively, the HSAD-PILeiria, the SA-UE, the SAH-UTAD, and the AHI-

UMinho continue to choose a Common Core Curriculum. 

Nevertheless, neither the Lisbon, nor the Porto-based institutions are at a loss for 

subdividing their respective degrees. As pointed out by the External Assessment Boards on 

behalf of the Higher Education Assessment and Accreditation Agency, Options and Variants 

do not put into question the recommended interdisciplinarity between them. Still, the need to 

reinforce this measure does not go unnoticed, which is why solutions have been found in the 

ability to choose Optional CUs, which the HSTF-PIL did not comprise until its official 2017 

reform. Whereas the other five institutions offer several choices, not only from the Theater 

field of study (generically speaking), but from the schools’ entire universe (as long as 

academically and scientifically adequate), the HSTF-PIL’s Optional Curriculum is Theater-

based only, failing to seek further collaboration from the Film Department, which is one of the 

main concerns left in writing by the EAB who accredited the new reform, and that is why I 
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figured, prior to the release of the new plans for the curricula enforced in the academic year of 

2017/18, approved by the HE3A in 2016, an amalgamation scenario was in order, one in which, 

similarly to the curricula offered by the HSAD-PILeiria, the SA-UE, and the SAH-UTAD, the 

Acting, S&W Design, Dramaturgy, Production Management, Television, and Film fields of 

study (not to mention the subfields found in the latter two) all come together in a hypothetical 

“Bachelor’s Degree in Dramatic Arts”, which is naturally the object of many other possible 

different approaches to be discussed among peers, depending on how society evolves and the 

several means the Arts & Culture field can create or adapt to new realities. 

I am not suggesting, however, the HSMPA-PIP, let alone the HSTF-PIL, should give up 

their Variants and Options, respectively, in favor of a Common Core Curriculum – the EABs, 

on behalf of the HE3A, found there is no need for that. While maintaining a specific-core 

curriculum, the necessary changes still in need of a makeover can be fulfilled through dialogue. 

In the case of the HSTF-PIL, specifically, that conversation must be held between the 

institution’s two departments, and not on one occasion alone; the same is applicable to the 

Theater Department’s Bachelor’s Degree in Theater’s Options. 

Because this is something to work on, and because the curricula presently in force are 

accredited for a total six years, there is still time for the HSTF-PIL to rethink the proximity 

between its two major fields of study, preferably bringing them closer than ever, thus 

maximizing both the curricular and professional potential of not only prospective students, but 

also faculty, regardless of the Department they choose. 

I cannot conclude this study without praising, to the like of the EAB who accredited the 

HSTF-PIL’s official 2017 reform, the inclusion of a Curricular Internship unit (which I 

continue to believe should be mandatory for all Options, and not just Production Management), 

something I did not have access to in my time, despite the external partnerships and 

collaborations available back then. As noted by the EAB, students’ access to the job market 

via this CU is far likelier to be much more successful. 

Though it is still early to assess the impact of the changes made by the HSTF-PIL’s 2017 

curricular reform of its Theater undergraduate degree (and considering there was no data 

whatsoever covering the last couple of terms regarding newly enrolled, currently enrolled, and 

former students’ general opinion on the degree, or the performance of both CUs and 

instructors), the academic community’s global assessment of the degree’s working conditions 

over the course of a decade is positive. Truth be told, most factors such as the necessary funding 

for the improvement of the School’s facility does not depend on the institution’s limited 

autonomy, but rather the PIL’s initiative, for which reason those indicators are still either 
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somewhat neutral or even negative, and when the School does seek to push forward certain 

changes, as was the case of the reform, it can take a great deal of time before it can finally take 

place, as dealing with and seeking the approval of other entities with their own agenda does 

not happen overnight – there are proceedings to be observed and, based on what we saw, it 

may be up to two years until a degree’s reformulation can be accredited, even though its design 

had been conceived long prior. 

As a final remark, I must say that, even though I offered myself a possible, hypothetical 

solution to a few problems pointed out by the HSTF-PIL itself, the PIL, and the HE3A’s 

designated EAB for the assessment of the Bachelor’s Degree in Theater, “we stress there are 

no recipes in the Arts. It is essential to be present in our own time from both an esthetic and 

political point of view1049” (Brites apud Calado, 2009, 45), and that “(…) no sort of 

authoritarianism ever favors artistic creation; it requires an open space where art can appear 

under a democratic and plural [premise]: efficiency is sometimes related to both the cliché and 

the formulae that work, and that is why we just go ahead and force everybody else to do it that 

way[, but] I believe art is the denial of that[;] art is being diverse (…)1050,1051” (Pessoa apud 

Calado, 2009, 45). 

1049 My translation. 
1050 Idem. 
1051 All modifications in brackets – [] – are mine. 
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D. Appendices 

D.1 HSTF-PIL 

D.1.a Curricula | Acting, Dram., S&W Design, and Prod. Mgmt. (2007-17) 
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(TOJ, 2007a) 
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D.1.b Activity Plan | Acting, Dram., S&W Design, and Prod. Mgmt. (2008/09) 

D.1.b.1 1st Year 

D.1.b.2 2nd Year 



284 

D.1.b.3 3rd Year 

(HSTF-PIL, 2008a) 



285 

D.1.c Activity Plan | Acting, Dram., S&W Design, and Prod. Mgmt. (2009/10) 

D.1.c.1 1st Year 

D.1.c.2 2nd Year 



286 

D.1.c.3 3rd Year 

(2009a) 



287 

D.1.d Activity Plan | Acting, Dram., S&W Design, and Prod. Mgmt. (2010/11) 

D.1.d.1 1st Year 

D.1.d.2 2nd Year 



288 

D.1.d.3 3rd Year 

(2010a) 
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D.1.e Timetables | Acting (2008-11) 

D.1.e.1 1st Year (2008/09) 

D.1.e.1.a 1st Semester 

Classes A/B 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Music and 

Acoustic 

Space I 

Room 313 

Voice I 

Room 313 

Voice I 

Room 313 

Art History I 

João Mota 

Auditorium 

Voice I 

Room 313 

30-Minute Break 

11:30 am 

01:30 pm 

Theater 

History I 

Room 310 

Movement I 

Room 311A 

Movement I 

Room 311A 

Theater Art 

Theory I 

João Mota 

Auditorium 

Movement I 

Room 311A 

60-Minute Break 

02:30 pm 

04:30 pm General 

Workshop 

Rooms 107, 

108, 112 

General 

Workshop 

Rooms 107, 

108, 112 

Research 

Methodology 

Room 310 

General 

Workshop 

Rooms 107, 

108, 112 04:30 pm 

06:30 pm 

(2008b) 
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D.1.e.1.b 2nd Semester 

Classes A/B 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Voice II 

Room 313 

Dramatic 

Literature I 

Room 310 

Voice II 

Room 313 

Art History 

II 

João Mota 

Auditorium 

Voice II 

Room 313 

30-Minute Break 

11:30 am 

01:30 pm 

Movement II 

Room 112 

Movement II 

Room 112 

Theater Art 

Theory II 

João Mota 

Auditorium 

Movement II 

Room 112 

60-Minute Break 

02:30 pm 

04:30 pm 
Acting I 

Rooms 

107, 116 

Music and 

Acoustic 

Space II 

Room 313 

Acting I 

Rooms 

107, 116 

Acting I 

Rooms 

107, 116 
04:30 pm 

06:30 pm 

(2008c) 
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D.1.e.2 2nd Year (2009/10) 

D.1.e.2.a 1st Semester 

Classes A/B 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Acting II 

Rooms 

108, 107 

Acting II 

Rooms 

108, 107 

Voice III 

Room 311A 
Acting II 

Rooms 

108, 107 

Voice III 

Room 107 

30 Minutes 

11:30 am 

01:30 pm 

Movement 

III 

Room 107 

Movement 

III 

Room 108 

60-Minute Break 

02:30 pm 

04:30 pm 

Movement 

III 

Room 311A 

Dramatic 

Literature II 

Room 313 

Theater Art 

Theory III 

João Mota 

Auditorium 

Music and 

Acoustic 

Space III 

Room 311A 

04:30 pm 

06:30 pm 

Voice III 

Room 313 

Art History 

III 

Room 310 

(2009b) 
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D.1.e.2.b 2nd Semester 

Classes A/B 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Acting III 

Rooms 

107, 108 

Acting III 

Rooms 

107, 108 

Movement 

IV 

Room 108 

Movement 

IV 

Room 108 Acting III 

Rooms 

107, 108 

30 Minutes 

11:30 am 

01:30 pm 

Voice IV 

Room 311A 

Voice IV 

Room 313 

60-Minute Break 

02:30 pm 

04:30 pm 

Voice IV 

Room 313 

Dramatic 

Literature III 

Room 309 

Music and 

Acoustic 

Space III 

Room 311A 

Theater Art 

Theory IV 

Room 310 

04:30 pm 

06:30 pm 

Movement 

IV 

João Mota 

Auditorium 

Theater 

History II 

Room 309 

(2009c) 
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D.1.e.3 3rd Year (2010/11) 

D.1.e.3.a 1st Semester 

Classes A/B/C 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am Acting IV 

Rooms 

116, 112, 

João Mota 

Auditorium 

Acting IV 

Rooms 

116, 112, 

João Mota 

Auditorium 

Acting IV 

Rooms 

116, 112, 

João Mota 

Auditorium 

Voice V 

Room 313 
Acting IV 

Rooms 

116, 112, 

João Mota 

Auditorium 

30 Minutes 

11:30 am 

01:30 pm 

Movement V 

Room 112 

60-Minute Break 

02:30 pm 

04:30 pm 

Movement 

V 

João Mota 

Auditorium 

Topics of 

Contemporary 

Art 

Room 309 

04:30 pm 

06:30 pm 

Voice V 

João Mota 

Auditorium 

(2010b) 
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D.1.e.3.b 2nd Semester 

Classes A/B/C 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Movement VI 

Room 112 

Movement 

VI 

Room 112 

30 Minutes 

11:30 am 

01:30 pm 

Voice VI 

Room 311A 

Contemporary 

Dramatic 

Writings 

João Mota 

Auditorium 

Voice VI 

Room 311A 

60-Minute Break 

02:30 pm 

04:30 pm 

Acting V* Acting V* Acting V* Acting V* Acting V* 

04:30 pm 

07:00 pm 

*Up to 16 hours a week.

(2010c) 
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D.1.f Sample Syllabus | Dramaturgy I & II (2009/10) 
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(2009d) 
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D.1.g Ordinance #776/2007 (Extract) | Dram. Option Admission 

(TOJ, 2007b) 



307 

D.1.h Ordinance #853/2010 (Extract) | Dram. Option Extinction 



308 

(2010a) 



309 

D.1.i Timetables | Acting (2014/15) 

D.1.i.1 1st Year 

D.1.i.1.a 1st Semester 

Classes A/B 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Music and 

Acoustic 

Space I 

Room 313 

Voice I 

Room 313 

Voice I 

Room 313 

Art History I 

João Mota 

Auditorium 

Voice I 

Room 313 

30-Minute Break 

11:30 am 

01:30 pm 

Theater 

History I 

Room 310 

Movement I 

Room 311A 

Movement I 

Room 311A 

Research 

Methodology 

João Mota 

Auditorium 

Movement I 

Room 311A 

60-Minute Break 

02:30 pm 

04:30 pm General 

Workshop 

João Mota 

Auditorium 

Theater Art 

Theory I 

João Mota 

Auditorium 

General 

Workshop 

João Mota 

Auditorium 

Thursday 

Blast! 

General 

Workshop 

João Mota 

Auditorium 04:30 pm 

06:30 pm 

(HSTF-PIL, 2014a) 
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D.1.i.1.b 2nd Semester 

Classes A/B 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Acting I 

Room 112 

Voice II 

Room 311A 

Movement II 

Room 112 

Voice II 

Room 311A 

Movement II 

Room 112 

30-Minute Break 

11:30 am 

01:30 pm 

Acting I 

Room 112 

Acting I 

Room 112 

Acting I 

Room 112 

Acting I 

Room 112 

60-Minute Break 

02:30 pm 

04:30 pm 

Movement II 

Room 112 

Art History 

II 

João Mota 

Auditorium 

Music and 

Acoustic 

Space II 

Room 313 Thursday 

Blast! 

Theater Art 

Theory II 

João Mota 

Auditorium 

04:30 pm 

06:30 pm 

Voice II 

Room 311A 

Dramatic 

Literature I 

João Mota 

Auditorium 

(2014b) 
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D.1.i.2 2nd Year 

D.1.i.2.a 1st Semester 

Classes A/B 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Acting II 

Room 107 

Voice III 

Room 108 

Movement 

III 

Room 107 

Voice III 

Room 108 

Movement 

III 

Room 107 

30-Minute Break 

11:30 am 

01:30 pm 

Acting II 

Room 107 

Acting II 

Room 107 

Acting II 

Room 107 

Acting II 

Room 107 

60-Minute Break 

02:30 pm 

04:30 pm 

Voice III 

Room 311A 

Art History 

III 

Room 310 

Dramatic 

Literature II 

Room 310 
Thursday 

Blast! 

04:30 pm 

06:30 pm 

Movement 

III 

Room 112 

Theater Art 

Theory III 

João Mota 

Auditorium 

Music and 

Acoustic 

Space III 

Room 313 

(2014c) 



312 

D.1.i.2.b 2nd Semester 

Classes A/B 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Acting III 

Room 107 

Voice IV 

Room 108 

Movement 

IV 

Room 107 

Voice IV 

Room 108 

Movement 

IV 

Room 107 

30-Minute Break 

11:30 am 

01:30 pm 

Acting III 

Room 107 

Acting III 

Room 107 

Acting III 

Room 107 

Acting III 

Room 107 

60-Minute Break 

02:30 pm 

04:30 pm 

Voice IV 

Room 313 

Theater Art 

Theory IV 

Room 310 

Dramatic 

Literature III 

Room 310 
Thursday 

Blast! 

04:30 pm 

06:30 pm 

Movement 

IV 

Room 107 

Theater 

History II 

Room 310 

Music and 

Acoustic 

Space IV 

Room 313 

(2014d) 



313 

D.1.i.3 3rd Year 

D.1.i.3.a 1st Semester 

Classes A/B 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 
Acting IV 

Rooms 

116, 112 

and 

João Mota 

Auditorium 

Acting IV 

Rooms 

116, 112 

and 

João Mota 

Auditorium 

Acting IV 

Rooms 

116, 112 

and 

João Mota 

Auditorium 

Voice V 

Room 311A 

Acting IV 

Rooms 

116, 112 

and 

João Mota 

Auditorium 

30 Minutes 

11:30 am 

01:30 pm 

Movement V 

Grand 

Auditorium 

60-Minute Break 

02:30 pm 

04:30 pm 

Movement V 

Room 107 

Thursday 

Blast! 

Topics of 

Contemp. 

Art 

Room 310 

04:30 pm 

06:30 pm 

Voice V 

Room 311A 

(2014e) 
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D.1.i.3.b 2nd Semester 

Classes A/B 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Movement 

VI 

João Mota 

Auditorium 

Contemp. 

Dramatic 

Writings 

Room 310 

Movement 

VI 

João Mota 

Auditorium 

30-Minute Break 

11:30 am 

01:30 pm 

Voice VI 

Room 313 

Final Report 

Room 310 

Voice VI 

Room 313 

60-Minute Break 

02:30 pm 

04:30 pm 

Acting V 

Rooms 

107, 108 

and 

João Mota 

Auditorium 

Acting V 

Rooms 

107, 108 

and 112 

Acting V 

Rooms 

107, 108 

and 112 

Thursday 

Blast! 

Acting V 

Rooms 

107, 108 

and 112 04:30 pm 

07:00 pm 

(2014f) 
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D.1.j Sample Syllabus | General Workshop (2014/15) 



316 



317 



318 

(2014g) 



319 

D.1.k Curricula | Acting, S&W Design, and Prod. Mgmt. (2017-Present) 



320 



321 
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324 



325 

(TOJ, 2017a) 



326 

D.1.L Timetables | Acting (2019/20) 

D.1.L.1 1st Year 

D.1.L.1.a 1st Semester 

Classes A/B 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Voice I 

Room 313 

Music and 

Acoustic 

Space I (A) 

Room 313 

Voice I 

Room 313 

Art History I 

João Mota 

Auditorium 

Voice I 

Room 313 

30-Minute Break 

11:30 am 

01:30 pm 

Movement I 

Room 311A 

Music and 

Acoustic 

Space I (B) 

Room 313 

Movement I 

Room 311A 

Theater Art 

Theory I 

João Mota 

Auditorium 

Movement I 

Room 311A 

60-Minute Break 

02:30 pm 

04:30 pm 
Acting I 

Rooms 

107, 108 

Theater 

History I 

João Mota 

Auditorium 

Acting I 

Rooms 

107, 108 

Thursday 

Blast! 

Acting I 

Rooms 

107, 108 
04:30 pm 

06:30 pm 

(HSTF-PIL, 2019a) 
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D.1.L.1.b 2nd Semester 

Classes A/B/C 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Acting II 

Rooms 107, 

112, 116 

Movement II 

Room 112 
Acting II 

Rooms 107, 

112, 116 

Movement II 

Room 112 
Acting II 

Rooms 107, 

112, 116 

30 Minutes 

11:30 am 

01:30 pm 

Voice II 

Room 311A 

Voice II 

Room 311A 

60-Minute Break 

02:30 pm 

04:30 pm 

Voice II 

Room 311A 

Theater Art 

Theory II 

João Mota 

Auditorium 

Music and 

Acoustic 

Space II (A) 

Room 313 Thursday 

Blast! 

Art History 

II 

João Mota 

Auditorium 

04:30 pm 

06:30 pm 

Movement II 

Room 112 

Theater 

History II 

João Mota 

Auditorium 

Music and 

Acoustic 

Space II (B) 

Room 313 

(2019b) 
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D.1.L.2 2nd Year 

D.1.L.2.a 1st Semester 

Classes A/B/C 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am Acting III 

Rooms 

107, 108, 

Grand 

Auditorium 

Voice III 

Room 108 
Acting III 

Rooms 

107, 108, 

Grand 

Auditorium 

Voice III 

Room 108 
Acting III 

Rooms 

107, 108, 

Grand 

Auditorium 

30 Minutes 

11:30 am 

01:30 pm 

Movement 

III 

Room 107 

Voice III 

Room 107 

60-Minute Break 

02:30 pm 

04:30 pm 

Voice III 

Room 311A 

Music and 

Acoustic 

Space III 

(A) 

Room 313 

Dramatic 

Literature I 

João Mota 

Auditorium 
Thursday 

Blast! 

Music and 

Acoustic 

Space III (B) 

Room 313 

04:30 pm 

06:30 pm 

Movement 

III 

Room 112 

Theater Art 

Theory III 

João Mota 

Auditorium 

Esthetic and 

Contemporary 

Art 

João Mota 

Auditorium 

(2019c) 
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D.1.L.2.b 2nd Semester 

Classes A/B/C 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 
Acting IV 

Room 108, 

João Mota 

and 

Grand 

Auditoriums 

Voice IV 

Room 108 
Acting IV 

Room 108, 

João Mota 

and 

Grand 

Auditoriums 

Voice IV 

Room 108 
Acting IV 

Room 108, 

João Mota 

and 

Grand 

Auditoriums 

30 Minutes 

11:30 am 

01:30 pm 

Movement 

III 

Room 107 

Movement 

IV 

Room 107 

60-Minute Break 

02:30 pm 

04:30 pm 

Voice IV 

Room 108 

Dramatic 

Literature II 

João Mota 

Auditorium 
Thursday 

Blast! 

Music and 

Acoustic 

Space IV (A) 

Room 313 

04:30 pm 

06:30 pm 

Movement 

IV 

João Mota 

Auditorium 

Music and 

Acoustic 

Space IV 

(B) 

Room 313 

(2019d) 
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D.1.L.3 3rd Year 

D.1.L.3.a 1st Semester 

Classes A/B/C 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am Acting V 

Rooms 

112, 116, 

João Mota 

Auditorium 

Acting V 

Rooms 

112, 116, 

João Mota 

Auditorium 

Acting V 

Rooms 

112, 116, 

João Mota 

Auditorium 

Movement V 

Room 112 
Acting V 

Rooms 

112, 116, 

João Mota 

Auditorium 

30 Minutes 

11:30 am 

01:30 pm 

Voice V 

Room 313 

60-Minute Break 

02:30 pm 

04:30 pm 

Movement 

V 

João Mota 

Auditorium 
Thursday 

Blast! 

04:30 pm 

06:30 pm 

Voice V 

Room 313 

(2019e) 
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D.1.L.3.a.1 1st Semester | Optional CUs 

Time Tuesday Wednesday Thursday Friday 

02:00 pm 

04:00 pm 

Studio Project 

João Mota 

Auditorium 

02:30 pm 

04:30 pm 

Movement 

Room 311A 

Theater and 

Religion 

Room 308 

TV 

Environment 

Room 308 

Vocal Coaching 

Techniques 

Room 311A 

Community 

Theater 

Room 309 

Remarks 

1) Each year, the Head of Department submits a variety of optional CUs for the Theater

Department’s Scientific Board’s approval. 

2) In order to complete the course curriculum, attending one optional CU is mandatory.

3) CUs require a minimum of five students to operate; the maximum allowed in each CU is set

yearly. 

4) CU vacancies are filled in enrolment order.

5) Each student may enroll in more than one CU, as long as their timetable so allows and there

are enough vacancies left to fill; all ECUs are listed in the Diploma Supplement. 

(2019f) 
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D.1.L.3.b 2nd Semester 

Classes A/B/C/D 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

11:30 am 

01:30 pm 

Final Report 

and Research 

Room 310 

60-Minute Break 

02:30 pm 

04:30 pm 
Theater and 

Performing 

Arts Project 

(A/B/D) 

Rooms 108, 

112, 116 

Theater and 

Performing 

Arts Project 

(A/B/D) 

Rooms 108, 

112, 116 

Thursday 

Blast! 

(A/B/D) 

Theater and 

Performing 

Arts Project 

(C) 

Room 107 

Theater and 

Performing 

Arts Project 

(A/B/D) 

Rooms 108, 

112, 116 
04:30 pm 

06:30 pm 

(2019g) 
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D.2 HSAD-PILeiria 

D.2.a Curriculum (2007-11) 



334 



335 

(TOJ, 2007c) 
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D.2.b Curriculum (2011-13) 
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(2011a) 
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D.2.c Curriculum (2013-18) 
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341 

(2013) 
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D.2.d Curriculum (2018-Present) 
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(2018) 
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D.3 HSMPA-PIP 

D.3.a Curricula | Acting and Prod. & Design [Set Design, Stage Mgmt. & Prod., 

Costume Design, and Lighting & Sound Design] (2007-11) 



345 

(2007d) 
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D.3.b Curricula | Acting and Prod. & Design [Set Design, Stage Mgmt. & Prod., 

Costume Design, and Lighting & Sound Design] (2011-17) 
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(2011b) 
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D.3.c Curricula | Acting, Set Design, Stage Mgmt. & Prod., Costume Design, and 

Lighting & Sound Design (2017-Present) 
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(2017b) 
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D.4 SA-UE 

D.4.a Curriculum (2013-19) 
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(TOJ, 2012) 
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D.4.b Curriculum (Present) 
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(2019) 
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D.5 SAH-UTAD 

D.5.a Curriculum (2010-17) 
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(TOJ, 2010b) 
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D.5.b Curriculum (2017-Present) 
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(2017c) 
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D.6 AHI-UMinho 

D.6.a Curriculum (2012-Present) 
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(TOJ, 2011c) 
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D.7 Bachelor’s Degree in Theater – Acting Reform Proposal Tables (2014/15) 

D.7.a. General Structure 

CUs FS 

1st Year 2nd Year 3rd Year 

1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 1st Sem. 2nd Sem. 

General Workshop TP ∃! - - - - - 

Movement M I II III IV V VI 

Voice V I II III IV V VI 

Music MS I II III IV - - 

Acoustic Space MS I II III IV - - 

Theater History 

& Dramatic Literature 
H I II - - - - 

Art History H I II III - - - 

Dramaturgy D I II III - - - 

Theater Art Theory TE I II III IV - - 

Acting A - I II III IV V 

Artistic Deontology TE - - - ∃! - - 

Topics of 

Contemporary Art 
TE - - - - ∃! - 

Contemporary 

Dramatic Writings 
D - - - - ∃! - 

Audience Sociology S - - - - ∃! - 

Graduation Report TE - - - - - ∃! 

Key 

TP – Theater Practice; M – Movement; V – Voice; MS – Music; H – History; TE – Theory and 

Esthetic; A – Acting; D – Dramaturgy; S – Sociology. 

∃! – One-Time Only; 

I to VI – CU Modules. 
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D.7.b 1st Year 

D.7.b.1 1st Semester 

Classes A/B 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Music I 

Room 311A 

Voice I 

Room 313 

Voice I 

Room 313 

Art History I 

João Mota 

Auditorium 

Voice I 

Room 313 

30-Minute Break 

11:30 am 

01:30 pm 

Acoustic 

Space I 

Room 313 

Movement I 

João Mota 
Auditorium 

Movement I 

Room 311A 

Theater 

History and 

Dramatic 

Literature I 

João Mota 

Auditorium 

Movement I 

Room 311A 

60-Minute Break 

02:30 pm 

04:30 pm 

General 

Workshop 

Part 1 

Theater 

Workshop 

Part 2 

Greco-Latin 

Universe 

Rooms 

107 and 116 

Dramaturgy I 

Biblical Epics 

Room 310 

General 

Workshop 

Part 1 

Theater 

Workshop 

Part 2 

Greco-Latin 

Universe 

Rooms 

107, 108, 116 

Theatre Art 

Theory I 

João Mota 
Auditorium 

General 

Workshop 

Part 1 

Theater 

Workshop 

Part 2 

Greco-Latin 

Universe 

Rooms 

107, 108, 116 

04:30 pm 

06:30 pm 

TUESDAY 

BLAST! 
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D.7.b.2 2nd Semester 

Classes A/B 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Movement II 

Room 112 

Music II 

Room 311A 

Movement II 

Room 112 

Art History II 

João Mota 

Auditorium 

Movement II 

Room 112 

30-Minute Break 

11:30 am 

01:30 pm 

Voice II 

Room 313 

Acoustic 

Space II 

Room 313 

Voice II 

Room 313 

Theater 

History and 

Dramatic 

Literature II 

João Mota 

Auditorium 

Voice II 

Room 313 

60-Minute Break 

02:30 pm 

04:30 pm 

Acting I 

Renaissance 

Rooms 

112 and 116 

Dramaturgy II 

Symbolist 

Imagination 

Room 310 Acting I 

Renaissance 

Rooms 

112 and 116 

Theater Art 

Theory II 

Room 310 

Acting I 

Renaissance 

Rooms 

112 and 116 

15-Min. Break 

04:45 pm 

06:30 pm 

TUESDAY 

BLAST! 
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D.7.c 2nd Year 

D.7.c.1 1st Semester 

Classes A/B 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Acting II 

Naturalism 

Rooms 

107 and 108 

Acting II 

Naturalism 

Rooms 

107 and 108 

Movement III 

Room 107 
Acting II 

Naturalism 

Rooms 

107 and 108 

Movement III 

Room 107 

30 Minutes 

11:30 am 

01:30 pm 

Voice III 

Room 108 

Voice III 

Room 108 

60-Minute Break 

02:30 pm 

04:30 pm 

Movement III 

Room 116 

TUESDAY 

BLAST! 

Acoustic 

Space III 

Room 313, 

Rec. Studio 

Art History III 

Room 310 

Dramaturgy III 

Houses 

and Gardens 

Room 310 

15-Minute Break 

04:45 pm 

06:30 pm 

Voice III 

Room 311A 

Music III 

Room 311A 

Theater Art 

Theory III 

João Mota 
Auditorium 
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D.7.c.2 2nd Semester 

Classes A/B 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Acting III 

Realism 

Rooms 

107 and 108 

Acting III 

Realism 

Rooms 

107 and 108 

Voice IV 

Room 108 
Acting III 

Realism 

Rooms 

107 and 108 

Voice IV 

Room 108 

30 Minutes 

11:30 am 

01:30 pm 

Movement IV 

Room 107 

Movement IV 

Room 107 

60-Minute Break 

02:30 pm 

04:30 pm 

Voice IV 

Room 313 

TUESDAY 

BLAST! 

Music IV 

Room 311A 

Theatre Art 

Theory IV 

Room 310 

15 Minutes 

04:45 pm 

06:30 pm 

Movement IV 

Room 311A 

Acoustic 

Space IV 

Room 313, 

Rec. Studio 

Artistic 

Deontology 

Room 310 
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D.7.d 3rd Year 

D.7.d.1 1st Semester 

Classes A/B/C 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Acting IV* 

Text 

Workshop 

Performance 

Media 

Rooms 

112, 116 and 
João Mota 

Auditorium 

Voice V 

Room 311A 

Acting IV 

Text 

Workshop 

Performance 

Media 

Rooms 

112, 116 and 
João Mota 

Auditorium 

Acting IV 

Text 

Workshop 

Performance 

Media 

Rooms 

112, 116 and 
João Mota 

Auditorium 

Acting IV 

Text 

Workshop 

Performance 

Media 

Rooms 

112, 116 and 
João Mota 

Auditorium 

30 Minutes 

11:30 am 

01:30 pm 

Movement V 

Room 112 

60-Minute Break 

02:30 pm 

04:30 pm 

Voice V 

Room 313 

TUESDAY 

BLAST! 

Topics of 

Contemporary 

Art 

Room 310 

Contemporary 

Dramatic 

Writings 

Room 310 

15-Minute Break 

04:45 pm 

06:30 pm 

Movement V 

Room 108 

Audience 

Sociology 

Room 310 

* The student should choose two out of three possible choices.
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D.7.d.2 2nd Semester 

Classes A/B/C 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Voice VI 

Room 311A 

Voice VI 

Room 311A 

30-Minute Break 

11:30 am 

01:30 pm 

Movement VI 

João Mota 

Auditorium 

Graduation 

Report 

Room 310 

Movement VI 

Room 116 

60-Minute Break 

02:30 pm 

04:30 pm 
Acting V 

Rooms 

107, 108, 

João Mota, and 

Grand 

Auditoria 

TUESDAY 

BLAST! 

Acting V 

Rooms 

107, 108, 

João Mota, and 

Grand 

Auditoria 

Acting V 

Rooms 

107, 108, 

João Mota, and 

Grand 

Auditoria 

Acting V 

Rooms 

107, 108, 

João Mota, and 

Grand 

Auditoria 
04:45 pm 

06:30 pm 
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D.8 New Subject Syllabi Proposal Tables 

D.8.a Dramaturgy I 

1. Curricular Unit Designation (100 Characters)

Dramaturgy I – 1st Year | 1st Semester 

ECTS Credits: 2 

2. Workload of the Curricular Unit (100 Characters)

Acting, Set & Wardrobe Design, and Production Management 

2 Weekly Hours 

3. Learning Objectives (understanding, aptitude, and skills to be developed by students

[1,000 characters]) 

This module aims at both the thorough reading and studying of a series of biblical texts, part 

of the Old Testament, according to a dialoguing perspective between foundational cultures 

of Western society. We therefore recur to conceptual instruments essentially based on the 

context of classical culture in order to start reading foundational texts of the Judeo-Christian 

culture. The operative concept from both reading strategies and text selection constitutes the 

concept of «Epic». 

4. Curricular Contents (1,000 Characters)

1. Introduction

Reading of and comment on «Odysseus’s Scar», by E. Auerbach. 

Biblical and Homeric narrative styles. 

The biblical style documented by one of the most quoted biblical stories: 

«Binding of Isaac»: Gn 21-22. The «epic» of individual conscience vs. divine ruling. 

The issue of separating styles from mimesis. 

Examples: Genesis; 

Before the Great Flood; 

Cain and Abel. 

Excerpts: Gn 4-9. 

After the Flood; 

The mission to populate the world: Abraham; 

Joseph. 

Excerpts: Gn 11-21; Gn 37-45:21. 
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2. Exodus, Ex 1-14

The Jews’ Epic: The People of Yahweh. 

Slavery, emergence of the political and spiritual leader; 

The covenant with God, the journey; 

Betrayal, godly punishment; 

Regeneration and foundation; 

Biblical and classical epics. What are epics for? 

3. I Samuel, I Sam. 15-19

David and Goliath; 

The Jewish hero and the Greek hero; 

Jewish-Christian moral and Homeric ethics. 

4. Book of Job, Job 1-13

Meanings of the Book of Job; 

Trial, heroism and faith; 

Job, hero or anti-hero; 

Structure and style of the Book of Job; 

Job’s interlocutors and rhetoric. 

5. Evidence of coherence between the curricular contents and the curricular unit’s

objectives (1,000 Characters) 

These contents allow the student to understand the conceptual evolution of «Epic» from the 

start of the Judeo-Christian tradition to the beginning of Classical Antiquity, with Homer, 

understanding how oral tradition can span over a millennium since the first written 

contributions to the Old Testament (Moses, who lived between c. 1500 BC and c. 1300 BC) 

in Egyptian hieroglyphics before the Passover across the Red Sea towards Israel, then 

Hebrew, Greek and Aramaic, the time between the two testaments when Jesus Christ lived, 

to approximately 95 AD, by the time Apostle John died. 

In between, there is the birth of the Greek civilization, with just a few hundred years 

separating Moses from Homer, when the Trojan War takes place and the mythological figure 

is inflated by the Muses’ inspiration. 

The consecution of the contents depends almost solely on both reading and analysis of texts 

part of a primary reading, assuming the main task for a dramaturgy/literature curricular unit 

is reading. 

6. Teaching Methodologies (including assessment [1,000 Characters])

Methodologies 

• Oral presentation of the main contents: concepts and vocabulary.

• Reading, analysis, and discussion of academic texts, together with others regarding the

elements of the syllabus. 
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Assessment 

• 1 Reading sheet;

• 1 Final assignment (10 pages max.);

• 1 Written exam.

7. Evidence of coherence between teaching methodologies and the curricular unit’s

learning objectives (3,000 Characters) 

Teaching methodologies assure the fulfilment of the curricular unit’s objectives, as they 

favor the introduction to concepts and issues from the knowledge of foundational texts where 

they take special expressiveness. On the other hand, the completion of a research assignment 

on the theme enables active contribution from the student on the effective building of this 

syllabus’s fulfilment. 
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D.8.b Dramaturgy II 

1. Curricular Unit Designation (100 Characters)

Dramaturgy II – 1st Year | 2nd Semester 

ECTS Credits: 2 

2. Workload of the Curricular Unit (100 Characters)

Acting, Set & Wardrobe Design, and Production Management 

2 Weekly Hours 

3. Learning Objectives (understanding, aptitude and skills to be developed by students

[1,000 characters]) 

An introductory approach to symbolist imagination in Theater demands the student’s 

familiarization with concepts and theories from the Psychology of the Unconscious 

(Sigmund Freud) and, especially, Carl Jung’s Analytical Psychology, which bears and 

amplifies a myth-poetical reading of dramatic texts and theater spectacles as active 

projections of the psyche. The notions of symbol, archetype, psychological complex, and 

culture complex (Gaston Bachelard), persona, animus and anima, puer and senex, ego and 

shadow, active imagination, individuation, individual unconscious and collective 

unconscious will be mobilized so as to encourage hermeneutics strategies on the dramatic 

text and the staging event. 

4. Curricular Contents (1,000 Characters)

1. Inclusion and group dynamics.

2. Development and exploring of expressive and intellectual skills.

3. Imagination stimulation.

4. Creation and improvisation.

5. Analysis made to theatrical space specifications: Italian stage, black box and alternate

spaces. 

6. Understanding the relationship of interdependence between the character (the subject) and

the scenery (the context). 

7. Perception of the different functions and skills related to the theatrical spectacle.

8. Influence of sociological contextualization and of theater space in production

methodology. 

9. Introduction to assembly techniques of a theatrical spectacle.

5. Evidence of coherence between the curricular contents and the curricular unit’s

objectives (1,000 Characters) 

The contents’ organization aims at both the fulfilment and potential of the listed objectives, 

according to the guideline of thematics and problems picked up from the studied dramatic 

oeuvres, as well as the respective historical-critique markings of the studied texts. 
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6. Teaching Methodologies (including assessment [1,000 Characters])

Methodologies 

The exposition method is connected to debating lessons, open discussion and individual 

presentations on readings made, both orally and written. 

Full, mandatory readings: The Seagull, by Anton Chekhov; D. João e Julieta, by Natália 

Correia. 

Assessment 

The subject’s assessment procedure is continuous and lies on the following parameters: 

assessment, contribution, elaboration of solicited assignments, extra-class reading, public 

presentation of individual assignments and/or group responsibility, as well as an individual 

summative written test (with references). 

7. Evidence of coherence between teaching methodologies and the curricular unit’s

learning objectives (3,000 Characters) 

Methodologies used are the possible means, pedagogically speaking, of the fulfilling of the 

above-mentioned learning targets. 
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D.8.c Dramaturgy III 

1. Curricular Unit Designation (100 Characters)

Dramaturgy III – 2nd Year | 1st Semester 

ECTS Credits: 2 

2. Workload of the Curricular Unit (100 Characters)

Acting, Set & Wardrobe Design, and Production Management 

2 Weekly Hours 

3. Learning Objectives (understanding, aptitude and skills to be developed by students

[1,000 characters]) 

1. Understanding the relationship between human body and space.

2. Understanding fundamental concepts of space structuring.

3. Realizing the fundamental problems of architecture in the 20th century.

4. Curricular Contents (1,000 Characters)

1. Garden

Place: Garden of Eden 

Readings 

Bible, Genesis, 2; 4-3; 23. 

Excerpts from Paradise Lost. 

Plays 

The House of Bernarda Alba (1936), by Federico García Lorca; 

The Balcony (1956), by Jean Genet; 

The Room (1957), The Homecoming (1964), by Harold Pinter. 

2. Visions of the House

Place: House – The House of Bernarda Alba 

Readings 

BACHELARD, Gaston, 1958, The Poetics of Space, Boston: Beacon Press, 1994, chaps. I 

and II. 

BLOOMER, Kent C. and MOORE, Charles W., 1977, Body, Memory and Architecture, New 

Haven, Connecticut; London: Yale University Press, chap. I and full reading by the end of 

the module. 

3. Parts of the House

Place: House 

Readings 

The Balcony, by Jean Genet. 
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The Poetics of Space, by Gaston Bachelard. 

Place: Room 

Readings 

The Room and The Homecoming, by Harold Pinter. 

Sentimento dum Ocidental, by Cesário Verde. 

BENJAMIN, Walter, «O Flâneur» in A Modernidade, Lisboa: Assírio & Alvim, 2006, pp. 

37-67. 

4. Cities

Place: City – Paris and Lisbon 

Readings 

Sentimento dum Ocidental, by Cesário Verde. 

«O Flâneur» in A Modernidade, by Walter Benjamin. 

THOREAU, Henry David, 1854, Walden or Life in the Woods, New York: Dover 

Publications, Inc., 1995, chaps. I and II. 

WHITMAN, Walt, 1855, Leaves of Grass, intro. William Carlos Williams, New York: The 

Modern Library, 2001. 

5. Continent

Place: America I and II – Hut vs. Endless Space 

Readings 

THOREAU, Henry David, 1854, Walden or Life in the Woods, New York: Dover 

Publications, Inc., 1995, chaps. I and II. 

WHITMAN, Walt, 1855, Leaves of Grass, intro. William Carlos Williams, New York: The 

Modern Library, 2001. 

«Ornamento e Crime» (1908), by Adolf Loos. 

6. 20th Century Architecture

Concept: Modern Architecture 

Essential Aspects 

Ornament and functionality, ornament and design, architecture and sculpture, architecture 

and the other arts, architecture and politics, architects who stood out in the 20th century. 

Readings 

SCULLY, Vincent, 2003, Modern Architecture and Other Essays, Princeton: Princeton 

University Press, chaps. 4, 10 and 12. 

Concept: Architecture for Democracy 

Architect: Frank Lloyd Wright 

Readings 

KAHN, Louis, «Form and Design», in Essential Texts. 
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Concept: Plato and Architecture 

Architect: Louis Kahn 

Concept: Space Creation Limits 

Architect: Frank Gehry 

Readings 

FRIEDMAN, Mildred, 2002, Gehry Talks, New York: Universe Publishing. 

5. Evidence of coherence between the curricular contents and the curricular unit’s

objectives (1,000 Characters) 

These contents are a replica of the objectives, as well as the starting point for the setting of 

a collection of common references, which will allow their completion. It is intended that, in 

this pedagogical moment, students are able to acquire both artistic and technical skills that 

allow them to look upon their subsequent work in a more solid and efficient way. 

6. Teaching Methodologies (including assessment [1,000 Characters])

Methodologies 

Presentation classes with the aid of several materials and technologies. 

Assessment 

Continuous assessment. 

Mandatory production of at least four of the five requested essays. 

Regular attendance (at least 75% of the total number of lessons planned). 

7. Evidence of coherence between teaching methodologies and the curricular unit’s

learning objectives (3,000 Characters) 

In Dramaturgy III, the student is encouraged to reflect upon some of the relationships 

between man and space. We consider said relationships are better understood and find 

expression in the interventions man exercises in natural space and in the way the space is 

actively modified or the way it is passively welcomed. Two evident forms of that kind of 

intervention are both the Garden and the House. This means space is a difficult category to 

be thought of either abstractly or as a whole. 

A few more renowned texts about gardens and houses will be read in general and some lesser 

known texts on 20th century architects and concepts which setup their architectural 

creations. 

How does the reflection produced in this module fit Dramaturgy III? Thinking of theater is 

thinking of a certain text as an object made of signs, shown in a physical space and 

circumscribed by a physical space. Oedipus cannot move about because he has lousy feet. It 

just so happens, given the common limitation of that space, monotony is commonly the core 

of city planning, i.e. architecture or the architecton, who was the builder of homes and the 

theater administrator to the Athenian people. 
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D.9 Hypothetical Bachelor’s Degree in Dramatic Arts Proposal Tables 

D.9.a 1st Year 

D.9.a.1 1st Semester 

DRAMATIC ARTS THEATER MODULE 

1st Year 1st Semester 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Music I 

Theory 

Room 311A 

Theater Art 

Theory I 

Room 

João Mota 

Auditorium 

Voice I 

Orthophony, 

Discourse, 

and Text 

Room 313 

Art History I 

Room 

João Mota 

Auditorium 

Voice I 

Singing 

Repertoire 

Room 313 

30-Minute Break 

11:30 am 

01:30 pm 

Acoustic 

Space I 

Instrumental 

Room 313 

Dramaturgy I 

Room 

João Mota 

Auditorium 

Movement I 

Body 

Expression and 

Traditional 

Dancing 

Room 311A 

Theater 

History and 

Dramatic 

Literature I 

Room 

João Mota 
Auditorium 

Movement I 

Time, Space, 

and People 

Connectivity 

Room 311A 

60-Minute Break 

02:30 pm 

04:30 pm 

Creative 

Workshop I 

Part 1: 

Actor’s Studio: 

Introduction 

Part 2: 

Greco-Latin 

Universe 

Rooms 

107, 108, 116 

TUESDAY 

BLAST! 

Creative 

Workshop I 

Part 1: 

Actor’s Studio: 

Introduction 

Part 2: 

Greco-Latin 

Universe 

Rooms 

107, 108, 116 

Painting and 

Set Design 

Painting Room I 

Creative 

Workshop I 

Part 1: 

Actor’s Studio: 

Introduction 

Part 2: 

Greco-Latin 

Universe 

Rooms 

107, 108, 116 

04:45 pm 

06:30 pm 
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D.9.a.2 2nd Semester 

DRAMATIC ARTS THEATER MODULE 

1st Year 2nd Semester 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Music II 

Theory 
and Playing 

Room 313 

Theater Art 

Theory II 

Room 

João Mota 

Auditorium 

Voice II 

Diction, 

Orthophony, 
and Text 

Room 313 

Art History II 

Room 
João Mota 

Auditorium 

Voice II 

Singing 
Repertoire 

Room 313 

30-Minute Break 

11:30 am 

01:30 pm 

Acoustic 

Space II 

Sound Editing 

and 

Recording 

Technology 

Rec. Studio 

Dramaturgy II 

Room 

João Mota 

Auditorium 

Movement II 

Body 

Expression and 

Contemporary 

Dancing 

Room 311A 

Theater 

History and 

Dramatic 

Literature II 

Room 

João Mota 

Auditorium 

Movement II 

Time, Space, 

and People 

Connectivity 

Room 311A 

60-Minute Break 

02:30 pm 

04:30 pm 

Creative 

Workshop II 

Part 1: 

Renaissance/ 

Baroque 

Part 2: 

Symbolism/ 

Realism 

Rooms 

112 and 311A 

TUESDAY 

BLAST! 

Creative 

Workshop II 

Part 1: 

Renaissance/ 

Baroque 

Part 2: 

Symbolism/ 

Realism 

Rooms 

112 and 311A 

Costume and 

Makeup 

Design I 

Room 219 

Creative 

Workshop II 

Part 1: 

Renaissance/ 

Baroque 

Part 2: 

Symbolism/ 

Realism 

Rooms 

112 and 311A 

15 Minutes 

04:45 pm 

06:30 pm 

Directing I 

Theater 

Room 

Grand Aud. 
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D.9.b 2nd Year 

D.9.b.1 1st Semester 

DRAMATIC ARTS FILM MODULE 

2nd Year 1st Semester 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 
Creative 

Workshop III 

Rooms 
116, 

TV Studio 

and Grand 

Auditorium 

Creative 

Workshop III 

Rooms 
116, 

TV Studio 

and Grand 

Auditorium 

Voice III 

Diction, 

Orthophony, 

and Text 

Room 

J. M. Aud. 

Creative 

Workshop III 

Rooms 
116, 

TV Studio 

and Grand 

Auditorium 

Voice III 

Singing 

Repertoire 

Room 

J. M. Aud. 

30 Minutes 

11:30 am 

01:30 pm 

Movement III 

Body 

Expression on 

Film 

and Dancing 

Room 116 

Movement III 

Time, Space, 

and People 

Connectivity 

Room 116 

60-Minute Break 

02:30 pm 

04:30 pm 

Virtual Set 

Design I 

Film 

Room 219 

TUESDAY 

BLAST! 

Costume and 

Makeup 

Design II 

Film 

Room 219 

Acoustic 

Space III 

Film Set Sound 

Ambience 

Room 313 

Dramaturgy III 

Screenwriting 

Room 310 

15-Minute Break 

04:45 pm 

06:30 pm 

Stage 

Management I 

Film 

Room 310 

Painting I 

Painting Room I 

Marketing and 

Comm. I 

Room 310 

Directing II 

Film 

Room 

TV Studio 
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D.9.b.2 2nd Semester 

DRAMATIC ARTS TELEVISION MODULE 

2nd Year 2nd Semester 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Creative 

Workshop IV 

Rooms 

116, 

TV Studio 

and Grand Aud. 

Creative 

Workshop IV 

Rooms 

116, 

TV Studio 

and Grand Aud. 

Voice IV 

Diction, 

Orthophony, 
and Text 

Room 

J. M. Aud. 

Creative 

Workshop IV 

Rooms 

116, 

TV Studio 

and Grand Aud. 

Voice IV 

Singing 
Repertoire 

Room 

J. M. Aud. 

30 Minutes 

11:30 am 

01:30 pm 

Movement IV 

Body 

Expression on 

TV and 

Dancing 

Room 116 

Movement IV 

Time, Space, 

and People 

Connectivity 

Room 116 

60-Minute Break 

02:30 pm 

04:30 pm 

Virtual Set 

Design II 

Room 219 

TUESDAY 

BLAST! 

Costume and 

Makeup 

Design III 

Television 

Room 219 

Acoustic 

Space IV 

TV Set Sound 

Ambience 

Room 313 

Dramaturgy IV 

Cont. TV 
Dramatic 

Writings 

Room 310 

15-Minute Break 

04:45 pm 

06:30 pm 

Stage 

Direction II 

Television 

Room 310 

Painting II 

Painting Room I 

Marketing and 

Comm. II 

Room 220 

Directing III 

Television 

Room 

TV Studio 
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D.9.c 3rd Year 

D.9.c.1 1st Semester 

DRAMATIC ARTS FREE-CHOICE MODULE 

3rd Year 1st Semester 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Creative 

Workshop V* 

Part 1: 

Text 

Part 2: 

Performance 

Part 3: 

Media 

Rooms 

107, 108, 112 

Voice V 

Creative 

Workshop 
Support 

Room 313 

Creative 

Workshop V* 

Part 1: 

Text 

Part 2: 

Performance 

Part 3: 

Media 

Rooms 

107, 108, 112 

Creative 

Workshop V* 

Part 1: 

Text 

Part 2: 

Performance 

Part 3: 

Media 

Rooms 

107, 108, 112 

Creative 

Workshop V* 

Part 1: 

Text 

Part 2: 

Performance 

Part 3: 

Media 

Rooms 

107, 108, 112 

30 Minutes 

11:30 am 

01:30 pm 

Movement V 

Creative 

Workshop 

Support 

Room 311A 

60 Minutes 

02:30 pm 

04:30 pm 

Voice V 

Creative 

Workshop 

Support 

Room 313 

TUESDAY 

BLAST! 

Audience 

Sociology 

Room 310 

15 Minutes 

04:45 pm 

06:30 pm 

Movement V 

Creative 
Workshop 

Support 

Room 311A 

Artistic 

Deontology 

Room 310 

* The student should choose two out of three possible choices.
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D.9.c.2 2nd Semester 

DRAMATIC ARTS FINAL EXERCISE MODULE 

3rd Year 2nd Semester 

Time Monday Tuesday Wednesday Thursday Friday 

09:00 am 

11:00 am 

Graduation 

Report 

Rooms 

309 and 310 

Voice VI 

Final Exercise 

Support 

Room 108 

Voice VI 

Final Exercise 

Support 

Room 313 

30-Minute Break 

11:30 am 

01:30 pm 

Movement VI 

Final Exercise 

Support 

Room 107 

Movement VI 

Final Exercise 

Support 

Room 311A 

60-Minute Break 

02:30 pm 

04:30 pm 

Final 

Exercise 

Rooms 
107, 108, 116, 

João Mota 

Auditorium 

TUESDAY 

BLAST! 

Final 

Exercise 

Rooms 
107, 108, 116, 

João Mota 

Auditorium 

Final 

Exercise 

Rooms 
107, 108, 116, 

João Mota 

Auditorium 

Final 

Exercise 

Rooms 
107, 108, 116, 

João Mota 

Auditorium 

04:45 pm 

07:00 pm 
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