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Why ARECA?

ARECA was a collaborative project between cultural and
educational structures in Portugal, Spain and France, supported
by the European Union. Its aim was to provide artists with tools
to design, implement and evaluate artistic projects with young
people in a school context. It is based on a shared vision of
school, and in particular public school, as a space for exercising
democracy. It is founded on more than a decade of work by
choreographer Claudia Dias in the context of the Sete Anos Sete
Escolas (Seven Years Seven Schools) project, which emerged as
the artist’'s manifesto rejecting the logic of short-term projects.
It asserts itself as a manifesto in defence of public schools,
promoting critical reflection and artistic creation. Started in
Almada in 2016, the project has remained and expanded its
activity across various national territories.

ARECA, named after a fast-growing tree', continues this trajectory
with new branches: its expansion into new collaborations
between artist, production and research collectives and into

new international territories. A living, plural and hybrid organism,
expanding artistic practices into the school context.

The collection of three Handbooks is based on five axes that aim to
sustain the growth of the branches of the ARECA, developed from
the needs assessment carried out by the A3S collective in the design
of the project, based on the monitoring of Sete Anos Sete Escolas
(Seven Years Seven Schools ) and other artistic projects in a school

1 Image on the left: Areca Palm, designed by Freepik
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context, which allowed a wide range of conclusions to be reached?.

(1) THE LACK OF SYSTEMATISATION OF THE ARTISTIC
METHODOLOGIES USED IN THE INTERVENTION WITH THE
PUBLIC SCHOOL.

This lack of systematisation has advantages and disadvantages.
On the one hand, it allows for a very open approach and a level

of freedom that favours creativity. On the other hand, the results
are too dependent on the profile of each artist and their practices
and languages, which makes it difficult for others to transmit and
replicate them.

Given the diversity of school audiences and bearing in mind

that the aim of this work is not to train future performing arts
professionals, but rather to educate well-rounded citizens, artists
do not always have the skills and tools necessary to deal with
these realities and profiles.

(I1) FORMAL EDUCATION IS NOT ALWAYS ABLE TO
PROVIDE EFFECTIVE RESPONSES TO THE DEVELOPMENT
OF YOUNG PEOPLE’S CREATIVE, IMAGINATIVE, SOCIAL,
REFLECTIVE AND CITIZENSHIP SKILLS.

2 These conclusions are reflected in several publications, such as: Veloso, L. & Quintao,
C. (eds.) (2022). Sdbado: Aprendizagens no cruzamento entre arte, educa¢do e cidadania.

TNDM Il & Alkantara & TMP & FCG; and Veloso, L.; Henriques, M.; Quintao, C. & Marques, J.

S. (eds.). Mutantes das Comédias do Minho - territérios, artes e aprendizagens. Comédias do

Minho & A3S.

Multidimensional learning processes are at the heart of Social
Pedagogy and are most commonly developed in the context
of non-formal education, promoted by various social agents,
associations, collectives, informal groups, etc.

(111) TEACHERS EXPRESS THE NEED TO EXPAND THE
TOOLS AT THEIR DISPOSAL TO CARRY OUT THEIR WORK
IN THE FACE OF THE CONSTANT CHALLENGES AND
CHANGES THEY FACE.

These tools aim to support the development of both transversal
skills, such as reflexivity, critical thinking, communication skills to
frame complex problems, intercultural understanding, etc., and
skills in specific areas of knowledge.

(IV) THE SCHOOL COMMUNITY - TEACHERS,
HEADTEACHERS, STAFF /OS, STUDENTS, FAMILIES,
FRIENDS - OFTEN HAS LIMITED ACCESS TO ARTISTIC
ACTIVITIES AND THE STIMULI THEY PROMOTE.

By promoting artistic practices in a school context, it is possible to
bring all these people closer to art and culture.

(V) THERE ARE STILL SEVERAL GAPS IN THE PRODUCTION
OF KNOWLEDGE IN THE FIELD OF ARTS EDUCATION.

Research has focused mainly on approaches, methodologies and

THE ARECA HAND BOOK COLLECTION
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practices dedicated to student learning. A wide range of projects
has been developed around the world®. Analyses and projects
dedicated to artist-educators are scarcer. Assis”* proposes
several practices to be adopted by teachers and by the “artist-
teacher pair”, which is an example of a contribution with this
focus. However, there is still a lack of research and development
of methodologies to train artists who work in schools as
educators. Some research is underway on the integration of the
arts into education®, particularly on the impact and practices of
arts-based training and the integration of the arts throughout
the curriculum. There are also initiatives to train artists and
other specialists in arts education, but in general, the work of
training artists is still insufficient.

One of ARECA's core objectives was to contribute t ly equipping
artist-educators with tools to promote learning in conjunction
with their artistic languages, their objectives, their beliefs and
their sense of purpose in life. It is from this purpose that the
present Handbook was born.

5 See, for exemple, Ferro, L., Wagner, E., Veloso, L., lidens, T., & Lopes, J. T. (Eds.).
(2019). Cultural Education in a World of Diversity. ENO Yearbook 1. Springer.; Wagner, E.,
Nielsen, C. S., Veloso, L., Suominen, A., & Pachova, N. (Eds.) (2021). Arts, Sustainability and
Education. ENO Yearbook 2. New York: Springer.

4 Assis, M. (2017). Porqué e como intervir no processo de ensino-aprendizagem. In M.
de Assis, E. X. Gomes, J. S. Pereira e A. L. Pires, 710 x 10 Ensaios entre Arte e Educagdo (pp.
21-35). Fundagao Calouste Gulbenkian.

5 Mardirosian, G. H., & Lewis, Y. P. (Eds.). (2016). Arts Integration in Education: Tea-
chers and Teaching Artists as Agents of Change. Intellect. https:/doi.org/10.2307/j.
ctv36xw2lv

ARECA is based on the lessons learned during the project,
between 2023 and 2025, and on its transformative power in the
contexts in which it operates, namely in public schools.

THE ARECA HAND BOOK COLLECTION
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The challenge:
to produce a
hand book

Is it possible to create a manual on artistic practices in schools?
How can we systematise something that is alive, situated and
experimental? What does it mean to create a “hand book”, a
“book that fits in your hand” or a “pocket book”?  Something
that starts with or is intended for the hands, the body, the
senses, in short, for practice. A practical manual that, even
though it contains methods, steps, and methodologies, does not
presuppose correct use or a desired result, but only calls upon,
inspires, and supports artistic practices in schools. And it is fed
with post-it notes, notes, erasures, and drawings.

Art can play a significant and intrinsic social role in dialogue with
learning processes. Art is also a means of promoting reflexivity,
emancipation, citizenship and adherence to democratic values in
educational contexts, which can be developed in a coordinated,
planned and joint manner with local social actors, schools,
teachers /es and the academic-scientific community.

This hand book, which unfolds into three parts, is the result of

a collective effort, developed by many hands, the fruit of years
of experience and artistic and pedagogical practices that have
idealised an education that involves art and is committed to the
recognition, emancipation and integral formation of people. It is
the result of a methodological approach of participatory action
research, based on the active involvement of participants in

the research process, respecting and valuing their knowledge,
seeking to establish a relationship of equity between those who

THE ARECA HAND BOOK COLLECTION



research and those who are researched®.

The intention is to share learning, processes, mistakes and
constraints. Notwithstanding the situated nature of the practices,
it is a question of becoming aware of the structural issues that
condition their implementation and on which we also seek to act.

This collection is the culmination of a process of action, creation,
research and collaborative work. Its structure has three roots, which
are also three branches. There are three books, whose format

is designed to allow them to be always ‘at hand’ for use either
together or separately, depending on the objectives and needs.

6 According to Azevedo, E.; Marques, J.S.; Quintdo, C.; Rocha, F.; Veloso, L. (2023). Do
chao do Alto Minho: uma investigagao-agao sobre arte, educacao e territoério. In Veloso, L.;

Henriques, M.; Quintdo, C.; Marques, J. S. (eds.). Mutantes das Comédias do Minho - territd-

rios, artes e aprendizagens (pp. 101-133). Comédias do Minho & A3S; Bydon-Miller, M., Ara-
goén, A.O., Friedman, V.J., & Kroeger, S. (2022). The fine art of getting lost: ethics as a guide
to transformative learning in participatory research. Institute of Development Studies. A
set of methodological instruments was employed, which included: interviews with teachers,
artists, and professionals from local institutions (such as municipalities) conducted in each
cycle of the ARECA project across its various territories; documentary analysis of materials
on schools, youth, and approaches to arts education; focus groups with artistic, teaching,
and production teams; workshops with students at the beginning, middle, and end of each
academic year; direct and participant observation of pedagogical and artistic activities ca-
rried out by artists in schools; residencies and co-creation meetings among partner organi-
zations; and the incorporation of moments of reflection and systematization of practices by
the artists themselves.

HANDBOOK 1| LEARNING ITINERARIES

It focuses on how projects such as ARECA enable us to learn
and systematise the lessons we have collectively drawn from
the experience of working collaboratively with local educational
communities in and between three countries, and how we
collectively take ownership of the feedback from the analysis
resulting from the research work.

HANDBOOK 2 | THE LINES WE SEW: TOWARDS
PARTICIPATORY GOVERNANCE

It is about how we organise ourselves and work collaboratively at
the intersection of different worlds, and how we jointly create a final
object from this process that is shareable and easy to disseminate.

HANDBOOK 3 | METHOD

It consists of systematising learning related to the
implementation of artistic practices in schools so that they can
be shared, appropriated and put into practice in new contexts by
different social actors.

And because ARECA has ramifications, Other Constellations are
also published, kindly shared by people we have met along the way:
Armand Medina Bover (in Handbook 1), Elisabete Paiva (in Handbook
2) and Xullaji (in Handbook 3) are references and approaches to the
relationship between art and education.

THE ARECA HAND BOOK COLLECTION



Who are we?

The ARECA initiative stems from Associagcao Sete Anos, the team of
sociologists from the Centre for Research and Studies in Sociology
at Iscte - Lisbon University Institute, in an initial partnership with
the A3S collective and Pé de Cabra, a cultural production structure
that coordinates the project. Focusing on cross-border relations
between three neighbouring countries, ARECA includes the
cultural associations Azala, from the Spanish Basque Country, and
Rouge Elea, from the French Basque Country.

ARECA marked the beginning of a cycle of expansion of the Sete
Anos Sete Escolas (Seven Years Seven Schools) project on an
international scale, focusing in particular on the development of
training tools for artists and professionals in the cultural sector.

THE ARECA HAND BOOK COLLECTION
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PE DE CABRA | PORTO, PORTUGAL

Pé de Cabra aims to support creative structures, which are
increasingly confronted with the bureaucratisation of culture,
under penalty of being excluded from the production and
programming circuits of the performing arts. Pé de Cabra
operates in multidisciplinary fields, submitting applications and
managing projects, and supporting the planning, financing and
strategy of artistic and cultural projects.

Inés Maia and Mariana Silva coordinated the project and
managed the ARECA common space.

SETE ANOS CULTURAL ASSOCIATION | SEIXAL, PORTUGAL

A cultural association created in 2021 that inherited the body of
work developed by choreographer Claudia Dias, with over 25 years
of experience. It is dedicated to artistic creation, programming
and education, both within and outside the country.

Claudia Dias began developing her creative work in 1996 and has
several works to her name, of which we highlight those that form
the basis of ARECA: Sete Anos Sete Pecas, co-produced by the
Alkantara Festival and the Noorderzon Performing Arts Festival
Groningen as part of the NXTSTP / European Union Culture
Programme, the Goethe Institut and Maria Matos Municipal
Theatre as part of the Europoly project, the Porto Municipal
Theatre, the Vila Flor Cultural Centre, the Sao Luiz Municipal
Theatre, Moare Danza and the D. Maria Il National Theatre (2016-

2020); Sete Anos Sete Escolas (Seven Years Seven Schools), which
was supported by the Calouste Gulbenkian Foundation as part of
the PARTIS - Academic Practices for Social Inclusion programme

(2019-2021).

Claudia Dias, Beatriz Rodrigues, and Joao Miguel Fonseca made
up the collective of artists in Portugal. Lina Duarte provided
logistical and management support.

AZALA | VITORIA-GASTEIZ, BASQUE COUNTRY, SPAIN

Azala is a meeting point for artists, creators, activists and thinkers
who have dance and the performing arts at the epicentre

of their work. Its objectives are to create working conditions

for the creative and research processes of resident artists; to
create spaces and moments of autonomy and freedom for the
production of knowledge through experimentation, critical
exchange, practice and reflection; to create contexts for action;

to create connections between creators, thinkers and the public
in order to fertilise the artistic, cultural, social and political
ecosystem that surrounds them. There are many collective
projects and individual initiatives that gravitate around Azala,
drawing on its experience and network communication resources

Amaia Bono, Hannah Whelan and Idoia Zabaleta made up the
collective of artists in Spain.

Raquel Cunha was responsible for communication and Caterina
Varela for design.

THE ARECA HAND BOOK COLLECTION
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ROUGE ELEA | HENDAYE, BASQUE COUNTRY, FRANCE

Rouge Elea was founded in 2003 with an artistic project in

the field of circus. Since then, its language has been strongly
influenced by dance and speech. Its artistic objective stems
from the ongoing process of fieldwork, encounters and sound
collection. Rouge Elea presents a cross-border artistic team
specialising in writing in several languages, the DNA of its work.
Corine Cella, Joana Olasagasti, Alexia Papantchev and Ander
Fernandez made up the collective of artists in France.

Virgil Joseph-Alexandre provided sociological support and Carla
Vasquez assisted with management.

ISCTE AND CIES - UNIVERSITY INSTITUTE OF LISBON |
LISBON, PORTUGAL

Iscte — Lisbon University Institute is a public university institution
specialising in business sciences, social sciences, technology and
architecture. Its research centre CIES - Centre for Research and
Studies in Sociology has been conducting research in various
areas, including, in line with the focus of this project, social
inequalities, artistic creation and education. Carlota Quintao,

in the initial phase, and Joana Marques, Luisa Veloso and Maria
Gilvania Silva made up the team of researchers responsible for
the collaborative learning processes and for monitoring and
evaluating the project.

Telma Carrilho provided management support.

FRANCISCO SIMOES PRIMARY AND SECONDARY SCHOOL
| LARANJEIRO, ALMADA, PORTUGAL

The Francisco Simdes Primary and Secondary School is located

in Almada. It is part of the Francisco Simdes School Group,

whose mission is “Together we are more. Participation, proximity,
transformation”. Its 2025-2029 Mission Statement reads: “to
provide a quality public education and training service, guided by
the principles of equity, inclusion, high standards and humanism,
ensuring the comprehensive education of children and young
people and effectively responding to the needs of the educational
community, based on proximity, participation and transformation”

Ameérico Jones was the teacher responsible for recording and
creating multimedia for the project in Portugal, accompanied by
students Ana Julia, Denilson and Luisa.

CORROIOS PRIMARY AND LOWER/UPPER SECONDARY
SCHOOL | CORROIOS, SEIXAL, PORTUGAL

Escola Basica 2,3 de Corroios is a school that teaches the 2nd and
3rd cycles of basic education, part of the Joao de Barros School
Group, located in Corroios (Seixal). The school promotes various
activities, has a very active parents’ association (APEE) that
collaborates in improving infrastructure and social support, and
participates in educational projects. It is a public school which,
being part of a larger group, promotes strong involvement from

THE ARECA HAND BOOK COLLECTION
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the school community and a full agenda of educational and
charitable activities.

Teacher Manuel Joao and teacher Carla Meira were responsible for
making the project possible at this school.

André, Bruno, Carlos, Cristiano, Daniela, Diana, Emily, Filipe,
Francisco, Guilherme, Henrique, Isabel, Juan, Letycia, Lukas, Maria
Rita, Michelca, Miguel Angelo, Ranya, Rodrigo, Samuel and Soraia
were the 16 students who said yes to the ARECA project in its first
pilot year.

JOAO DE BARROS SECONDARY SCHOOL | CORROIOS,
SEIXAL, PORTUGAL

Joao de Barros Secondary School, located in Corroios (Seixal),

is part of the Jodo de Barros School Group, which comprises

five establishments from 1st to 12th grade. Founded in 1986 and
bearing its current name since 1995, the school offers scientific-
humanistic and professional courses in the areas of Science, Arts,
Humanities and Technology. It has around 1,000 students, good
accessibility and has participated in educational, cultural and
environmental projects since its foundation. The group, based at
the school, serves the parish of Corroios and seeks to promote
inclusive education with a view to linking teaching, culture and
the community

Teachers Carla Meira and Karas were responsible for making the

project possible at this school through the Professional Course in
Performing Arts.

Abigail, Artur, Catarina, Eloa, Francisco, Gabriela, Inés, Isabella,
José, Juan, Kae, Leonor, Madalena, Miguel, Sara and Suéli were the
16 students who said yes to the ARECA project.

EGIBIDE MOLINUEVO EDUCATIONAL CENTRE | VITORIA-
GASTEIZ, BASQUE COUNTRY, SPAIN

EGIBIDE-Molinuevo seeks dynamic and lively training that
responds to current social demands, educating committed and
competent people who are capable of contributing with their
work and service to create a more just society. Added to this social
vocation is the training of people who are aware of social reality
and, consequently, compassionate towards it.

Belén Vicente Arandia, Josune Lekuona Lopez de Robles and
Daniel Garduno Nunez were the teachers responsible for making
the project possible in Vitoria-Gasteiz.

Ainhoa, Aitor, Alexandra, Amaia, Amy, Andoni, Atman, Carmen,
Carolina, Haizea, Itsaso, Karen, Kenia, Laura, Leire, Lucia, Maria,
Noa, Silvia, Urko, Uxue, Yadira and Ziortza were the 23 students
from the 1st year of the Higher Degree in Social Integration at
EGIBIDE who participated in the ARECA project.

THE ARECA HAND BOOK COLLECTION
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AIZPURDI VOCATIONAL SCHOOL | HENDAYE, PYRENEES-
ATLANTIQUES, FRANCE

Located in Hendaye, the Aizpurdi vocational school welcomes
students who have chosen a vocational path after the 3rd cycle of
basic education or as part of a reorientation process. The school
offers CAP-level training, namely the CAP Métiers de la coiffure
(Hairdressing) and the CAP Acompanhante de Pessoas Idosas e
em Situacao de Autonomia (AGAA) (Care Assistant for Elderly and
Dependent People), as well as vocational baccalaureate courses in
hairdressing and aesthetics-cosmetics-perfumery. These courses
aim to provide solid technical and interpersonal skills in sectors
closely linked to care, service and interpersonal relations. The
school’s educational project is based on supporting students
towards success, professional excellence and openness to the
outside world, particularly through European sections and periods
of work experience in France and abroad.

Céline Bonneau, hairdressing teacher, Virgil Joseph-Alexandre,
teaching assistant, and Léopold Roméas, headmaster, are the
people who made the project possible in Hendaye.

Elurra, Tyssia, Malicia, Lilou, Cloé, Lara, Léa, Haize, lléana, Saya and
Aurélien are the 11 students participating in the ARECA project.

THE ARECA HAND BOOK COLLECTION
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The lines we sew is a Hand Book that aims to propose a set of
practices for promoting participatory governance in the work
processes of artists in schools and other learning contexts. It is
intended to support people involved in this type of process in
general, and artists in particular, as it aims to provide them with
working tools.

The lines are based on a systematisation of ARECA, a challenging
project for multiple reasons: temporal, spatial, relational, aesthetic,
political. It is now important to move forward, hoping that this
record will be used, debated, nourished, modified.

The book emphasises the fact that artistic work in formal learning
contexts takes on greater density when carried out in dialogue,
collaboration and participation from the outset.

The book ends with a testimony by Elisabete Paiva’, a case of

collaboration between the cultural association Materiais Diversos®

and a group of schools.

7 Elisabete Paiva was Artistic Director of Materiais Diversos, where she deepened colla-
borative programming and curatorial practices, ranging from the Materiais Diversos Festival
to artistic creation support, including audience development and network programming.

8 https:/materiaisdiversos.com/

THE LINES WE SEW: TOWARDS PARTICIPATORY GOVERNANCE
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The lines we sew

This hand book proposes a set of lines intended to create a fabric
that conveys a process of relationship, juxtaposition, and mutual
influence between artistic practices and learning practices.

This fabric can be permanently redesigned and adjusted.

A tool to be used in internal and external dialogue, in the division
of labour and responsibilities, and in decision-making.

Based on a logic of cooperation, collaboration, transparency, and
willingness.

A fabric that intersects with experiences, knowledge of the arts,
education, research and citizenship.

So that art is intrinsic to learning. So that it is an exercise of
citizenship.

To persist in the development of learning principles and practices
that are built by all the people and institutions involved: students,
artists, teachers, families, researchers, coordinators, institutional
representatives, etc.

To this end, it is necessary to discuss together.

THE LINES WE SEW: TOWARDS PARTICIPATORY GOVERNANCE
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And discuss together the meaning of these words and how they
translate into practice.

Practices that do not follow an order or hierarchy.

Therefore, this fabric is woven with the threads that all people
have and transform.

The term governance refers to the act of governing. It differs from
government, as it does not emphasise the exercise of power, but

rather the promotion of cooperation. It is a participatory governance.

And because it is participatory, governance is understood as an
act of permanent connection.

The proposed lines of participatory governance are the result of two
years of work, discussion and experimentation in which people from
five entities developed activities, sometimes separately, sometimes
jointly.

They are based on politically conscious action that was guided by
the explicit statement of who we are, where we come from, what
we propose to do, with whom, on behalf of whom and of what,
why, for what purpose and how.

And why?

*  Because reducing the management function in projects
to administrative and financial procedures is a mechanism for
reproducing extractive modes of production that disconnect
what is interdependent.

*  Because collaborative work implies parity between all
parties involved, thus allowing us to address one of the areas
of great invisibility in the reproduction of asymmetries of
segmentation and precariousness of work, as well as tensions
between those who work day-to-day on the ground in the
projects and those who manage and set the teams’ operating
rules in order to respond to the funding body.

* Because the compartmentalisation of tasks and
responsibilities tends to impoverish visions and waste resources.

*  Because collaboration allows us to connect. And
connecting means acting to recognise interdependencies
and the need to face complex challenges: training artists to
intervene in school contexts.

*  Because the act of weaving and mending brings together the
knowledge, experiences and practices of people from different
worlds, professional practices and perspectives on education.

*  Because it allows us to contribute to building the foundations
of transdisciplinary, multisectoral and intercultural work.

*  Because it is through collaboratively constructed
knowledge that asymmetries in the affirmation of the
legitimacy of knowledge can be questioned.

*  Because collaborative work involves counter-hegemonic
times and spaces, a willingness to create and maintain complex
human relationships with others.

THE LINES WE SEW: TOWARDS PARTICIPATORY GOVERNANCE
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A non-linear weaving process is proposed. It has no beginning
and no end. These are governance modules that constitute lines

that can be traced by people, in heterogeneous times and spaces,
with converging and diverging purposes.

Understanding, Involvement, Commitment, Togetherness, Ethics,
Sharing and Recognition are the words proposed for the matrix
that structures the lines of governance.

Each of these seven words sets the tone for each of the seven
lines of participatory governance. Each of these lines is structured
around the following questions:

A WEAVING THATIS:

-

sPlp, How can it be done? - HOW?
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SEWING WITH THE LINE OF
UNDERSTANDING

WHAT COULD IT BE?

Practices for establishing the foundations for a joint activity.

WHAT IS IT FOR?

For people to get to know each other, discuss, exchange points of
view and establish lines of understanding.

To establish, in a practical way, the means for achieving the objectives.

WHAT QUESTIONS SHOULD BE ASKED?

What is meant by understanding?

Why are these people together?

What does each person and the group as a whole want to do?
What does each person and group of people know to do?

What each person and group of people does not know, but could
learn to do?

HOW CAN THIS BE DONE?

By reaching an understanding of what people want, think and
will do together, with the desires, knowledge and learning of the
group and each person.

Establishing a starting point.

Establishing the principles of working together: language, ethics,
spaces, etc.

Establishing the place that each person will occupy.
Establishing commitments.

Establishing what are the basic premises of the learning itinerary
(see Hand Book 1).

THE LINES WE SEW: TOWARDS PARTICIPATORY GOVERNANCE
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SEWING WITH THE LINE OF
INVOLVEMENT

WHAT COULD IT BE?

Individual and group engagement practices in activities. People do

not have to do everything in the same spaces and at the same time.

WHAT IS IT FOR?

To establish the role of each individual and the group as a whole.

WHAT QUESTIONS SHOULD BE ASKED?

What is meant by involvement?

How and in what way does each person want to be involved?
How can each person get involved?

What principles guide involvement?

HOW CAN THIS BE DONE?

Defining each person’s role using keywords — communicate,
manage, mediate, etc. — and creating diagrams, drawings, tables...

Establishing the configuration of practices: meetings, workshops,
classes, rehearsals, gatherings, visits, exhibitions, conferences,
tours, shows, films, messages, etc.

Establishing the temporal and spatial coordinates: when, who,
and where.
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SEWING WITH THE LINE OF
COMMITMENT

WHAT COULD IT BE?

Practices of commitment by individuals and groups of people.

WHAT IS IT FOR?

So that the assumption of commitments allows governance to be
assumed by all people, because “if you don't occupy your space,
someone else will occupy your space for you” and because it is
essential to define a “common ground”.

Common ground that requires negotiation and recognition of
the different logics that shape the various worlds: arts, research,
education, intervention, politics, among others.

WHAT QUESTIONS SHOULD BE ASKED?

What is meant by commitment?

Which is the common ground?

What is the space occupied by each person and each group of people?

What commitments does each person and group of people
make?

How are decisions taken?

HOW CAN THIS BE DONE?

By promoting meeting spaces to define what is meant by
commitment and how each person and group of people commits.

By promoting spaces for collective definition.

By launching the pillars of governance with a view in order to
create, e.g., an identity card.
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IDENTITY CARD
COMPANHIA MAIOR’

COMPANHIA MAIOR (CM).

Companhia Maior (CM) is a performing arts company based
in Lisbon, with national reach, which has been producing art
for about a decade and a half, working with some of the most
nationally and internationally recognised creators in the field
of contemporary art.

WHAT MAKES CM UNIQUE.

CM'’s uniqueness lies in its intergenerational approach, which
encourages creative encounters through contemporary
artistic languages between a cast of people over 60 and
young contemporary creators.

9 It is a shorter version of the identity card published at: Veloso,
L., Marques, J., & Quintdo C. (2025). A singularidade de uma companhia de artes
performativas como lugar de exercicio de cidadanias maiores. In P. Varanda e R.
Ermida (coord). Por uma Causa Maior. Arte, cidadania e idadismo no envelheci-
mento. Companhia Maior & Instituto de Histéria de Arte, pp. 151-153.
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THE DRIVING FORCE BEHIND CM IS THE RESPONSE
TO THE REAL NEEDS EXPRESSED BY OLDER

(AND YOUNGER) PEOPLE WHO HAVE TAKEN THE
INITIATIVE AND COMMITTED THEMSELVES TO
BRINGING THIS IDEA TO FRUITION.

These needs arise from different life trajectories, with a
particular emphasis on the arts sector, where issues of

ageing are increasingly exposed to ageism. Common needs
that generate collective actions and urgencies (perhaps,
above all, that of continuing to create art), which incorporate
within themselves a form of activism, a clear and conscious
expression of resistance to normativity and the construction of

an alternative to socially decreed ageing.

THE EXISTENCE OF CM IS, IN ITSELF, A POLITICAL
GESTURE OF BREAKING WITH THE AGEIST
NORMATIVITY OF OUR CONTEMPORARY SOCIETY.

Its existence and persistence are the force of evidence and
demonstration that other intergenerational relationships,

places and people (subjects and bodies) are possible.




CM’S TRANSFORMATIVE POTENTIAL IS REFLECTED
IN THE FACT THAT IT IS ADEMONSTRATIVE EXAM-
PLE THAT ARTISTIC CREATION AND PRACTICES ARE
NOT ASSOCIATED WITH AGE.

CM'’s mission is artistic creation based on intergenerationality,
not to develop awareness and advocacy programmes around
ageism and active ageing - rhetorical records of the political
agendas of various social groups and political powers. By
being what it is, it actively incorporates the social role of

advocacy around combating ageism and age discrimination.

WE WORK TO

.. continue to be an example that there are GREATTER PLACES,
where age is not a condition for belittlement,

... continue to motivate creators, audiences and partner entities
to take on the challenge of intergenerationality through artistic
creation,

... ensure that CM cast members are considered performers and
co-creators and are not subjects, objects, content, memories

or stereotypical images of ageism to be integrated into artistic
creations,
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.. that CM and its cast members are listened to and
encouraged for their individual and collective abilities, not only
in the challenges of contemporary artistic production, but also
in their knowledge and life experience, (...)

... that public policies provide the conditions for the
development of cultural and artistic activities, such as
workspaces and performance venues, decent working
conditions for producers, mediators and other support

structures.

WE ASPIRE FOR PUBLIC POLICIES TO...
.. link art and culture with the debate on ageism,
... integrate intergenerationality,

.. look at ageing in a committed way that cuts across the
various dimensions of social life,

... raise awareness among people and institutions about ageing,
..bring seniors out of obscurity and invisibility,

... break with the idea that human existence is linked to
occupying a place in the labour market,

... Create opportunities for older people to gain qualifications,
thereby contributing effectively to improving the physical and

cognitive health of older people.




SEWING TOGETHER AND WITH
SHARED LINES

WHAT COULD IT BE?

Practices for defining the lines that are mobilised, deciding
together what is distinct and what is common.

WHAT IS IT FOR?

So that people, with their knowledge, desires, and commitments,
can contribute with their expertise — theoretical, technical, artistic,
practical, etc. — and tools - problem solving, teaching, artistic,
relational, research, management, financial, commmunication, etc.

WHAT QUESTIONS SHOULD BE ASKED?
What are the relevant lines of governance? What are they for?

Who are the people and groups who want to weave the lines of
governance?

What resources should be mobilised?

What are the temporal and spatial coordinates for carrying them out?

HOW CAN THIS BE DONE?

By promoting the sharing of previous experiences of individuals
and groups of individuals.

By promoting learning and governance implementation practices:
meetings, workshops, focus groups, etc.

By defining a division of labour matrix, with the commitments of
each person and group of people.

By defining the spatial and temporal coordinates.
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SEWING WITH ETHICS

WHAT COULD IT BE?

Relationship practices that promote and respect the diversity of
attitudes, identities, affinities, knowledge and commitments.

WHAT IS IT FOR?

So that understanding is based on a set of ethical governance
principles, such as democracy and citizenship. So that the fabric
of governance is not only collaborative, but also a safe, free, non-
authoritarian, transparent, and fluid space.

WHAT QUESTIONS SHOULD BE ASKED?
How will people relate to each other?

How will people communicate?

What words should be avoided?

What attitudes should be avoided?

HOW CAN THIS BE DONE?

Draw up a charter of principles, which can and should be revised
(as will also be highlighted in Hand Book 3 - Method).
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SHARING WHAT WE SEW

WHAT COULD IT BE?

Practices of sharing what is being done, experimented, achieved,
invented.

Practices for sharing questions and doubts.

WHAT IS IT FOR?
To promote learning.
To exchange points of view and doubts, without judgement.

To share without fear of confrontation and antagonism.

WHAT QUESTIONS ARE IMPORTANT TO ASK?
How is it going?

What is missing?

What doubts exist?

What needs to be done or changed?

HOW CAN IT BE DONE?

Practices for systematising what is being done: meetings,
gatherings, seminars, phone calls, conversations, etc.

Practices for researching and sharing results: methodologies,
experiences, lessons learned, etc.

Capacity-building practices, with a view to reflecting on
governance.
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RECOGNISING THE MENDED
SEAMS

WHAT COULD IT BE?

Practices for recognising what is being achieved, on-going and at
the end.

WHAT IS IT FOR?
To promote a culture of valuing everyone's work.

To promote the struggle for recognition, as advocated by the
philosopher Axel Honneth'®, because we suffer when we are not
valued; because we need to be recognised; because recognition
must be mutual and not one-sided.

10 Honneth, A. (1996). The Struggle for Recognition: The Moral Grammar of Social
Conflicts. Polity Press.

WHAT QUESTIONS SHOULD BE ASKED?
What is meant by recognition?
What is meant by value?

Is it important to recognise?

HOW CAN IT BE DONE?

Share transparently what is being done, what has not been done,

and what needs to be done.

Achieve a fabric that is shared from the inside out, with texts,
shows, conversations, exhibitions, etc.
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Governance is a central axis of joint work development. The
relationship between art and education can take on multiple
configurations and matrices.

Artists have very important tools for working in school contexts.
These can be put into dialogue with tools for promoting joint work.

These lines seek to nurture a heritage of practices in this field,
making it open and democratic.

The people involved in practices relating to the relationship
between art and education are diverse in terms of knowledge,
attitudes, needs and backgrounds. They are united by a common
desire: to be an integral part of practices that link art and
education with a view to promoting citizenship, critical thinking
and the creation of political spaces.

In recent decades, strong neoliberal initiatives have been highly
effective in emptying the critical, emancipatory, and mobilising
potential of social movements that respond to and construct
alternatives to the globalisation of the capitalist, productivist,
and extractivist model, with demonstrable consequences in the
deepening precarisation of human — and more-than-human

- living conditions. In this process, language and words play a
central role. Buzzwords such as ‘sustainability,’ and more recently
‘green transition,’ as well as ‘social inclusion’, ‘care,’ and ‘diversity,’
are clear examples of the co-optation of language and ideas
generated by social movements by neoliberalism through their
superficial incorporation into the regulatory and communication
instruments of public and private entities. These are fashionable
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effects, an apparent renewal of the objectives, practices and
models of “development”. Fashions inspired by efforts to
construct alternative visions by civil society collectives are quickly
distorted by the massive use of words and the proclamation of
ideas, rather than by the incorporation of effective changes and
practices that have been tried and tested on a small scale.

It is also important to recover the meaning of so many words that
have been emptied of their meaning.

As philosopher Maria Filomena Molder points out: “everyone is
thinking about the job market. Therefore, any idea of creative
time, any idea of attention to the present, has disappeared.””’ And
adds: “There is an artistic flavour that has to do with not having
grown to the end, with not being well-adapted, even if it is very
subtle. This trace of non-adaptation and lack of complete growth
is precious. It is stimulating because it gives rise to unexpected
eccentricities for which children could be prepared, even though
the society in which they live forces them to normalise behaviours

and ways of acting.”'?

It is important to invent, to create eccentricities together. And
to promote the multiplier effect of the work done. To do this, we
need to learn and be willing to share.

1 Veloso, L. and Quint3o, C. (eds.) (2022). Sdbado: Aprendizagens no cruzamento entre
arte, educacao e cidadania. TNDM Il & Alkantara & TMP & FCG, pp. 20-21.

12 Veloso, L. and Quintao, C. (eds.) (2022). Sabado: Aprendizagens no cruzamento entre
arte, educacao e cidadania. TNDM Il & Alkantara & TMP & FCG, p. 26.

Buzzwords such as ‘sustainability,’ and more recently ‘green
transition,’ as well as ‘social inclusion’, ‘care,’ and ‘diversity,’

are clear examples of the co-optation of language and ideas
generated by social movements by neoliberalism through their
superficial incorporation into the regulatory and communication
instruments of public and private entities.
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This section presents a text by Elisabete Paiva, programmer and
curator of performing arts, former artistic director of Materiais

Diversos, that reflectson experiences and perspectives of her
practice.
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Approaches and
collaborations for a
Common Body,

Elisabete Paiva

Thank you to the Areca team for the invitation. | did not know
the project, but | knew Luisa Veloso and the work of Claudia Dias,
namely the projects Seven Years Seven Pieces and Seven Years
Seven Schools.

What | propose to share is from the perspective of my practice
as a cultural programmer and thinking about my own
transformation as a professional. Thus, what | will share with you
covers a reflection on territory and partnership relations and not
only on artistic and pedagogical practices within the classroom.

For the last ten years, between 2015 and April 2025, | was Artistic
Director of Materiais Diversos, a cultural association in Portugal

that operates in the field of contemporary and experimental art,
and, in particular, dance, with a national and international reach.

Materiais Diversos was created by the choreographer Tiago
Guedes. When | arrived in 2015, the association already had its
mission defined on two distinct fronts: to support artistic creation
and research, that is, the paths of artists and creators; and to bring
artistic practices closer to the audiences. When | arrived, | believe |
looked at the audiences through the prism of citizenship.

Among the many activities developed by Materiais Diversos,

the best known is its festival, which has existed since 2009. It
used to be annual, but since 2019 it has become biennial. The
festival takes place in two small villages in Portugal, Minde and
Alcanena. We are facing a territory, a municipality, with about
13,500 inhabitants. In Minde, which belongs to the municipality of
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Alcanena, less than 3,000 people live there. The scale is therefore
quite small, it is proximity.

One of the landmarks of the territory is its natural heritage,
especially the mountains (Aire and Candeeiros) and the forest,
that surrounds the village of Minde. During the winter, this
forest, which is part of an area called polge (a geological
phenomenon resulting from the separation of tectonic plates,
creating a depression), fills with water when it rains heavily; not
only because it rains, but also because water resurfaces from
the rocks.

The municipality of Alcanena has only one group of schools —
there are 14 schools and, depending on the school year, around 60
classes, covering approximately 1,700 children and young people.
This universe constitutes more than 10% of the municipality’s
population and, therefore, as artistic director, it seemed important
to me to consider this potential.

Given the mission of the group of schools, which is naturally
different from that of the association, | was interested in thinking:
How can we establish a partnership? What points of common
interest do we have?

This collaboration began in 2015 but, from 2018 onwards, it
gained a new consistency. What was common to both parties
involved, Materiais Diversos and the Alcanena Group of Schools,
was to allow access to artistic practices to the school community:
teachers, students, assistants, everyone in this community.

For the school, the interest was not so much in the artistic
practices themselves, but in creating distinctive features of the
educational project at regional level and with the governmental
authorities, which is something common. For Materiais Diversos,
there was also a particular interest, which was to expand the
relationship with the whole community: from those more than
10% of the population, those children and young people, there
was enormous potential to reach their families.

This collaboration was, therefore, important. But to talk about
collaboration is, necessarily, to talk about reciprocity. It is essential
that the parties involved get something in return. It is not
enough for me, as a programmer, to believe that the arts are very
important. It was essential to know what was important to the
school board, what could we share in common?

The first collaborations were classic, so to speak. We programmed
portable shows to perform in classrooms; we organised workshops
for children after school, workshops for teachers; and we also co-
produced shows. And it is in co-productions that a deeper level of
relationship begins, namely with the shows MESA and SubLinhar,
and which has been repeated year after year since then.

In the co-produced shows, Materiais Diversos provides funding,
supporting the work of the artists. In return, the shows are
partially created there, on site, based on research workshops with
children on things that interest the artists in the creative process,
dramaturgy, set design, movement, etc.
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In the case of the show MESA, the artist Catarina Requeijo took a
philosophical book for children, A table is a table. Is it? In the case
of SubLinhar, choreographer Marta Cerqueira proposed creating a
show about dance as a language, a language without words.

In both cases, alongside the artistic residencies, the children
participated in exploratory workshops that gave the artists clues
and tools, which were then returned to the children in the form of
open rehearsals, conversations, and the shows themselves, thus
accompanying the entire creative process.

But | was interested in going further. As a programmer, | am obsessed
with certain questions, and one of the ones that worries me most

is the common, how to be in common. Not in the sense of being

the same, but common in the sense of being able to be different

and, at the same time, to be together, sharing our differences. | was
interested in developing this line of action with the school.

Then came the idea of building a corpus, a common body of
knowledge. How could we work on this in a project? Materiais
Diversos was very interested, since at that time (from 2017 to 2019)
the festival had gone from being annual to biennial, putting down
roots in the place and deepening relationships based on those roots.

It also seemed important to us to create a kind of “third place”
between the school and Materiais Diversos. A new place that we
could build together. And based on what? Based on a shared
heritage of values and principles, practices and knowledge that
could be built together.

The idea for the first edition of this project, aimed at for 11-years-

old children (6th grade), was to work on human diversity based on
something central to the territory, its biodiversity and richness as an
ecosystem. Because natural heritage is very important in that context:
the mountains, the forest, the fauna and flora, the water. For example,
all the water that came to Lisbon for centuries and until the mid-20th
century came from there, from a spring called Olhos d’Agua, where
the Alviela River rises. We seek to look at the natural heritage in a
broad way, from fauna and flora to the mountains, water and rocks, as
living and interdependent things, as an ecosystem, drawing a parallel
with the social fabric and the idea of community.

A session at EB2 Anastacio Gongalves, Alcanena. © Materiais Diversos.
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Two other important keys. On the one hand, to work on this pro-
ject, in which we were interested in valuing human diversity, we
used the reference of the Freiburg Declaration or Declaration of
Cultural Rights. In this Declaration, human diversity is both a right,
which is already enshrined in the Declaration of Human Rights,
and a heritage. It is therefore necessary to know and defend it.

On the other hand, heritage must be seen as something that is
constructed and not just something that is transmitted; and even
when it is transmitted, we can choose what to transmit and how
to transmit it.

What for?

To broaden children’s horizons. To encourage and strengthen
their right to choose and take their future into their own hands.

And also to help them feel good about themselves, for their
self-esteem and self-confidence. To build a sense of belonging to
a community, to a place, knowing why, and, even if they feel they
do not belong, being able to make choices and knowing why they
make them. In other words, at the same time giving them a sense
of root and encouraging them to reflect critically on that basis.

In artistic terms, because Materiais Diversos works mainly with
dance, dance is the main artistic language of the project. But
from the outset, we adopted an interdisciplinary approach and
thought of ways to establish relationships with other languages

that could be used in the classroom as a tool for research, lear-
ning, personal expression, relationship building and communica-
tion, a particular way of sharing and putting in common. Making
this common material visible and enabling its negotiation.

In the first edition, we proposed a closed project to the group of
schools, with a title, a theme and a format. It was called “The An-
thropocene of Children”. At that time, the Anthropocene was be-
ing widely discussed and, knowing that the board of the school
always sought to position the group as a pilot context, in terms of
curricular flexibility, artistic practices at school or digital transition,
| went ahead with the proposal, telling her how the concept was a
central debate in academia. And she did not hesitate. We moved
forward and, with that, we started from the top down, without
realising what we were doing so, because we believed it was an
excellent idea.

It is true that we developed a project with many qualities. It was
possible to work with two 6th grade classes, one in Minde and
the other in Alcanena (for reasons of equality, as the group has
two schools), throughout the school year. It was a small universe
of 50 children, and every week, for 90 minutes, an art workshop
took place within the school timetable. The artists were Marga-
rida Mestre in dance and movement, Rita Pedro in philosophy
and Marina Palacio in visual arts, and they worked on various
sub-themes within the Anthropocene, focusing, in particular, on
diversity.
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The school's commitment to being a pilot school in curricular
flexibility at that time was the window through which we were
able to enter. And if we already had the thematic hat on, in a
way, the whole school worked on the Anthropocene. You cannot
imagine the scale, planets, dinosaurs, geology, environment and
everyone involved. There was even a big end-of-year exhibition,
thanks to the “children’s Anthropocene,” but everything was
very focused on presentation, results, visibility. For the children
with whom we worked, it was an extraordinary journey, but the
teachers did not understand many things, they were not with
us. And we were not with them. To say that they were not with
us is not just to criticise them, it is to say that we did not involve
them in the project. And that is not a true partnership, it is not a
collaboration. It is a form of colonisation - precisely what we as
cultural agents criticise so much.

So, how to find the common?

We had to question ourselves and change many things since
the first edition of the project. What was the role of the arts
after all? Was the school timetable the best context? We
saw the arts in a certain way, with a certain value. How did
the teachers see them? As another part of the curriculum or
something else? A tool, an end in themselves? What did the
arts represent in that context?

We wanted to work collaboratively, but in the end we realised that
we were not doing so. There was no reciprocity, no horizontality.
And there were countless dimensions in which we could work on

this reciprocity.

For example, how to share space and time with the class in the
classroom?

How to rethink this architecture, which has a configuration that
validates an entire paradigm of education, a way of speaking or
not speaking, of looking or not looking. It could be so many other
ways. How to occupy the space? How to transform it?

How to bring artistic tools to use in the classroom?

How to distribute the use of time? Who speaks, when and why?
How to be sustainable? If it is true that we had the funding, which
sometimes does not exist, we were in a very precarious dialogue,
because it was coming from above.

We had to change our approach.

We thought, for example, that it was important, in addition to
working with wonderful artists, that they were artists from there.
If we wanted to put down roots in the place, where were the
artists from the neighborhood? They may be very good, but when
they are eternally peripheral, they will always be invisible and
secondary. This was the first decision.

Then, very importantly, not to define the theme of the work as the
Anthropocene or Decolonisation, but to define the theme with
the people we were working with — teachers, the school board. In
this case, we did not involve the students, it was something to be

OTHER CONSTELLATIONS

39



considered later, but at least our classroom partners, the teachers.

And we integrated the workshops for teachers that we were already
doing into the project. We added this space for sharing tools.

From then on, we did a few editions, with the pandemic in
between, with masks and distancing, online, in person, inside,
outside, many versions. But, above all, we worked with the people
we had and with two excellent dance teachers from the region,
Marta and Raquel.

In the 2022/23 edition, which we decided to call “Making the
invisible visible”, we kept the idea of diversity, which had always
been underlying our intentions and which the teachers identified
as relevant, to focus more attention on details and everything
that might be invisible, invisible children, invisible or hidden
differences, etc.

In this edition, following a suggestion of the school, we worked
with all 5th and 7th grade classes, each level for one semester, and
this turned out to be a great achievement. Not because we had
always to work with everyone, but, in a peripheral territory, working
with all 5th and 7th grade classes also means making a statement:
a commitment to the access we proposed in our mission.

At the same time, the weekly schedule for teachers was very
demanding, because they felt anxious about being able to
complete the curriculum. So, we slowed down and worked every
two weeks, always during school hours, but it was no longer

necessarily to follow the curriculum. With more specific content
that cut across the curriculum, much more focused on social skills
and guestions of being, existing and being with. Focusing on
processes rather than an end-of-year exhibition or performance.

Also very important, and | worked a lot with the artists on this
aspect, was that we had to have a very solid project and session
structure in order to enter into dialogue with these micro-scale
partners, that is, each teacher, in each class. This structure had to
be something that everyone could understand.

The circle, for example, was the spatial basis for reorganising
the room in all sessions, a proposal that the artists brought from
dance classes in their schools.

On the other hand, the sessions always had the same format.

At the beginning, warm-up; and after the first session, always

a review of what had been done; in the middle, varied and
exploratory exercises, whether writing, dance, debate, drawing,
etc.; and at the end, like a debriefing, calming down and talking
about what had been done. There was also something to connect
the sessions, which were separated by two weeks, which is quite
a long time, especially at this age. There was always a clue, a
guestion that was given to the class, or rather to the teacher, so
that they could work together until the next session.

Some examples of exercises.

For the 5th year, a very striking exercise was the “encounter with
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the stone”. In the empty room, a star was marked on the floor,
with a stone in the centre. The whole class was outside. One
person at a time would enter, observe the stone and think about
what it felt. They did not speak to anyone; it was an individual
exercise, putting themselves in the place of that being that was
the stone. This exercise had a powerful effect on the children.
They recorded their feelings and thoughts on the pieces of paper
seen in the photos.

Encounter with the stone (5th grade classes). © Materiais Diversos.
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There were many other exercises, involving movement, writing,
dramatisation, being with the group, being with oneself. But the-
re was always the circle in the middle of the room. At the end of
each session, in the centre marked by the star, the “mountain of
important things” grew; there was always something that was re-
corded at the end of each session and the mountain was growing.

Pile of important things (5th grade classes). © Materiais Diversos.

OTHER CONSTELLATIONS 4L



The 7th grade classes began by listening to a text by a Portugue-
se choreographer, Vera Mantero, about the body, what the body
meant to her. And, from reflecting together on what the body
was, they began to represent, through movement and drawing,
the body in many ways - the body individually, the body in rela-
tion. And they wrote about what they saw; writing was always
very important here.

A very powerful exercise for the 7th grade classes started with
us trying to deal with the difficulty they had in touching each
other. The artists came up with a proposal for a three-person
exercise: one person draws on a sheet of paper, someone else
draws with their finger in the air, and a third person stands be-
hind the one sitting at the table. And they took turns. They did
not touch each other physically, but they touched each other
with their gaze and gesture.

Drawings in threes, based on movement, observation and drawing exercises (7th
grade classes). © Materiais Diversos.

OTHER CONSTELLATIONS

43



In this edition, there was a final presentation, but it did not
compromise the process because it was decided to do it

at a late stage. It was a moment conceived with the artists

and integrated into the Materiais Diversos Festival 2023, an
exhibition of procedural materials, without failing to expose their
precariousness and procedural nature, which could be visited by
the participating classes and others, as well as by families.

It was an excellent edition, but even so, there were still issues to
be resolved. There are always issues when we want to do better.

Many of the teachers, for example, were not yet involved, they still
could not recognise themselves in a role. Many left the room to do
other tasks and were disconnected. Others were in the sessions
but were authoritarian, unable to step out of that role. It was
necessary to work with them on this role, which could be their
space for action in the sessions.

Another question was how to have more autonomy and

flexibility in relation to the school. A school is often a very

vertical organisation, and, in that case, the teachers had a tense
relationship with the board as the authority within the school. We
wanted to create that ‘third space’ of greater freedom.

Another issue was how to expand the physical territory of the
experience, which was a post-pandemic problem. Everyone was in
this situation, a little sad; we wanted to get out of the classroom.

We also wanted to deepen knowledge about the project and

these transformations among families, the community, and
society. That is also what this sharing is for.

We took some steps in the next edition. For example, working
with the artists to share their strategies in more detail with the
teachers. It is not always easy; the question of authorship is very
important in the arts, so it is not always easy to share materials.
But we began to share in more detail, at the beginning of the
process, with the teachers, what was going to happen, the
structure of the sessions and the dynamics of the exercises.

We also discussed with the teachers how we would like them
to be involved in each part of the sessions. What we wanted to
achieve in the warm-up, development, and reflection. And their
role became much more connected to learning to observe, to
monitor the development of the project. We discussed what to
observe, what was important to observe. Especially because we
did not have a team of sociologists doing the observation and
monitoring. So, we really needed the teachers to monitor, which
gave them an important role.

We also created a direct link with families through parents’ and
guardians’ associations. This was important for reporting and
expanding on what was happening, what we were doing.

Finally, some impacts.

So far, | have talked more about methodologies and how we relate
to the school institution and the people directly involved. There
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were also some impacts, which we were able to observe with the
collaboration of the teachers, and this is important to note.

Many children who were usually invisible were named. Their
names appeared in the meetings. There are many invisible
people; the project and the approach we adopted was a way of
giving them visibility. This was noted in the sessions, among the
children, young people and teachers.

Teachers also reported that many of the participants, especially
the invisible ones, showed more self-confidence in this context.

Another important aspect was the increase in trust within the
group. In some of the exercises, we noticed that there were
children who did not like being with some of their classmates
because they did not trust them. They verbalised this discomfort,
based on experiences outside the classroom. The continued work
of looking at each other, paying attention, touching each other,
talking, was something that built a greater sense of group.

On the other hand, the expansion of ways of expressing oneself
ultimately led to the recognition of differences and the right to
them. Among students and among teachers.

Another gain, for me, was the increase in teachers’ confidence

in the ‘disorder’ of the arts and experimentation. Trusting in this
apparent chaos was important. And not seeing these moments as
merely playful, pleasurable, but in which nothing happens from a
learning point of view.

Two more things, which are very important from my point of
view. Several teachers, not all, but several, discovered other ways
of exercising authority. This is a huge gain, in my view, because
it stays with the teachers in their practices. And also more
confidence in inviting children and young people to participate.
This is also a very positive result of the project.

Thank you for your attention.

NOTE 1: It is also fair to acknowledge, in addition to the artistic teams
that collaborated in the design and implementation of this programme
in its different phases, the people from the Materiais Diversos team
responsible for connecting with the Alcanena Group of Schools and
monitoring the activities in the field — Diana Martins, Catarina Alves
and Edna Correia, as well as the teacher who, over time, was the pivot
between the School Group and Materiais Diversos — Gabriela Capaz.
Much of the reflection and transformations described above are due to
these people.

NOTE 2: This text corresponds to the oral presentation given at the
Seminar Praticas artisticas transformadoras em contexto escolar,
which took place on the 6th of November, 2025 (https://arecaproject.
eu/en/eventos-eng/),supported by audiovisual material, revised for this
publication.

OTHER CONSTELLATIONS

45



46






