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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 Cláudia 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 tree1, 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 reached2.

(I) 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. 

(II) 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. & Quintão, 
C. (eds.) (2022). Sábado: Aprendizagens no cruzamento entre arte, educação e cidadania. 
TNDM II & Alkantara & TMP & FCG; and Veloso, L.; Henriques, M.; Quintão, C. & Marques, J. 
S. (eds.). Mutantes das Comédias do Minho - territórios, 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.  

(III) 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 world3. Analyses and projects 
dedicated to artist-educators are scarcer. Assis4 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 education5, 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.  

3    	 See, for exemple, Ferro, L., Wagner, E., Veloso, L., Ijdens, 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). Porquê e como intervir no processo de ensino-aprendizagem. In M. 
de Assis, E. X. Gomes, J. S. Pereira e A. L. Pires, 10 x 10 Ensaios entre Arte e Educação (pp. 
21-35). Fundação 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.
ctv36xw21v

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.  
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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 
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research and those who are researched6. 

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.; Quintão, C.; Rocha, F.; Veloso, L. (2023). Do 
chão do Alto Minho: uma investigação-ação sobre arte, educação e território. In Veloso, L.; 
Henriques, M.; Quintão, C.; Marques, J. S. (eds.). Mutantes das Comédias do Minho - territó-
rios, artes e aprendizagens (pp. 101-133). Comédias do Minho & A3S; Bydon-Miller, M., Ara-
gón, 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 
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Who are we?  The ARECA initiative stems from Associação 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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PÉ 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. 

Inês 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 Cláudia Dias, with over 25 years 
of experience. It is dedicated to artistic creation, programming 
and education, both within and outside the country. 

Cláudia 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 Peças, 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 São Luiz Municipal 
Theatre, Moare Danza and the D. Maria II 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). 

Cláudia Dias, Beatriz Rodrigues, and João 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 



13

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 Quintão, 
in the initial phase, and Joana Marques, Luísa 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 SIMÕES PRIMARY AND SECONDARY SCHOOL 
| LARANJEIRO, ALMADA, PORTUGAL

The Francisco Simões Primary and Secondary School is located 
in Almada. It is part of the Francisco Simões 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”

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

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

Escola Básica 2,3 de Corroios is a school that teaches the 2nd and 
3rd cycles of basic education, part of the João 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 João 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, Michelça, Miguel Ângelo, Ranya, Rodrigo, Samuel and Soraia 
were the 16 students who said yes to the ARECA project in its first 
pilot year. 

JOÃO DE BARROS SECONDARY SCHOOL | CORROIOS, 
SEIXAL, PORTUGAL

João de Barros Secondary School, located in Corroios (Seixal), 
is part of the João 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, Inês, 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 López de Robles and 
Daniel Garduño Nuñez 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, María, 
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, PYRÉNÉES-
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 Situação 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, Iléana, Saya and 
Aurélien are the 11 students participating in the ARECA project.

THE ARECA HAND BOOK COLLECTION 
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Introduction to
the method

Through a process of trial and error, systematisation and meaning, 
the ARECA project has developed a method that is designed 
as an invitation to reflection, reinvention and action, rather 
than a model to be simply reproduced. This method reflects an 
8-step process that includes guidelines, tips and resources for 
developing artistic intervention actions in educational contexts. 
The focus is on the process, learning and socialisation that the 
artistic experience can provide. The path to be followed aims at 
the public presentation of a collectively created artistic object. The 
proposed practices are based on collective learning developed 
through exploration, experimentation and critical reflection on 
the world, on the use of language and words as forms of thought, 
expression and civic participation, on encountering diversity and 
on the exercise of dialogue, tolerance and direct democracy. 

The following lines systematise a work that was designed to 
function as a guiding and contextualised guide that is intended 
to be adaptable and that can contribute to the implementation of 
other artistic projects in educational environments. 

METHOD
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CONTEXT

Based on ARECA, developed jointly by Sete Anos, Azala, Rouge 
Elea, Pé-de-Cabra, Cies and Iscte-University Institute of Lisbon.

PURPOSE

Artistic intervention in education in various learning contexts, 
such as public schools, cooperatives, associations and other 
learning spaces. 

PRINCIPLES 

Art, aesthetics and ethics (Cláudia Dias, ARECA artist). 

Critical thinking, participation, reflection, citizenship and sharing. 

Art education based on values such as diversity, dialogue, 
tolerance and democracy.

MATERIALS AND ACTIVITIES

These are materials and activities developed by artists in 
educational contexts: activity sheets based on micro-pedagogies7 
that can be developed by other artists, and reflections on how 
they can be applied in different contexts.

7  See Assis, M., Gomes, E.X., Pereira J.S., Pires, A.L.O. (eds.). 10x10. Essays on Art and Edu-
cations. Calouste Gulbenkian Foundation.  	

METHOD
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The steps of a 
journey

The steps of this method constitute a set of anchoring bases 
that aim to structure and support a process that will always be 
complex, situated and reflective. They are structured in 8 steps, as 
follows:

MATERIAL CONDITIONS
SPACES
TIMES
CONTEXT
PEERS
INSTITUTIONAL RELATIONS

ARTICULATING

1

2

AT SCHOOL
WHITIN THE GROUP
IN THE LOCAL COMMUNITY
ON SOCIAL MEDIA

INTRODUCING YOURSELF:
HELLO!

CREATING TOGETHER IS A GOOD KIND OF CHAOS
GROWING TOGETHER CAN BE COOL

INSPIRING THE COLLECTIVE

3 4 PREPARING THE BODY
AND THE VOICE

5
EXPERIMENTING, TRYING, 
FAILING, LEARNING

DRAWING
DEVELOPMENT
REHEARSAL

CONSTRUCTING AN
ARTISTIC OBJECT

6

7
PRESENTING

8
REFLECTING AND
(SELF-) ASSESSING

METHOD 19
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STEP 1: ARTICULATING

An artistic intervention experience at school is not built 
individually, nor can it be fully developed in isolation. Coordination 
is a preliminary, crucial step that must continue over time. 
Therefore, coordination focuses on:

MATERIAL CONDITIONS

Map out, seek possibilities and offers of funding and sources 
of resources for the realisation of the project. Consider the 
practical needs of the project’s development. If possible, devote 
time to finding administrative support, whether through a 
promoter, cultural manager or partnerships. In contexts with 
more fragile structures, it may be important to devote specific 
attention to the tasks of monitoring, organising and sustaining 
the project.

SPACES

The definition of the spaces for project implementation should 
consider the relationship with the territory in which the school is 
located, the characteristics of the school community, the mapping 
of its needs, and the conditions for carrying out the artistic 

intervention. It is important to anticipate and coordinate support 
to ensure the circulation of artists, teachers, and students to other 
cultural spaces and facilities outside the school, expanding the 
contexts for learning and encounter.

TIMING

For the best development of the project in educational contexts, 
it is important to consider the progress of the school year and 
the development of school activities, to dialogue with the 
rhythms of the institution, contributing to greater collective 
support for the process. 

Schools and artists may have different timelines. The 
development of the project and the artists’ understanding and 
experience of time can be a learning element for the entire 
school community. Challenging institutional timelines is not 
easy, but it is possible to plant a seed. The timescales of art are 
different; learning can happen out of nothing or out of chaos, 
which conflicts with school time, but this conflict can also be 
beneficial8. Furthermore, building a collective and a show (or 
other artistic object) may be unimaginable for the group at the 
beginning, but it will be a great learning experience throughout 
the process.

8    	 Cf: Assis, M. (2017). Why and how to intervene in the teaching-learning process. In 
Assis, M., Gomes, E.X., Pereira J.S., Pires, A.L.O. (eds.), 10x10. Essays on Art and Education 
(pp. 21-36). Gulbenkian Foundation.

METHOD
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CONTEXT

Context matters a great deal, and each school (or space) is unique. 
Some criteria may be considered, such as the relationship with 
the school’s territory, the characteristics of the school community 
and its surroundings, the community’s interest and/or needs, as 
well as the real possibility of carrying out the project, in addition 
to the conditions for the circulation of artists and other trainers 
involved in the project. 

PEERS

Take time to put together the team. It is worth considering their 
artistic and ideological approaches, social capital, and knowledge 
of other artists who may be available and interested in working 
in educational spaces.  Also, consider the plurality and diversity 
of people and roles within the team, which may be made up of 
cultural producers, local agents, teachers, social researchers or 
other academics, etc.

INSTITUTIONAL RELATIONS

Promoting coordination with local agents (local government 
institutions) and the educational community will help to create 
the necessary conditions for the artists to become involved and 
for the project to develop. Dialogue with municipalities and 
associations, but mainly with schools, teachers, management and 
students, contributes to legitimising the proposal, helps to choose 
contexts and working groups, to organise school or adjacent 
times and spaces, and allows for better integration of the project 
into the daily life of the school. 

GO TO MICRO-PEDAGOGY:
  

* COLLECTIVE LEARNING

METHOD
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STEP 2: INTRODUCING YOURSELF: 
HELLO! 

WHO WE ARE

Introduction of the team, all the people who make up and will 
develop the project. You and your team are part of an artistic 
intervention project in educational environments. Present the aims 
of the project, as well as your approach to and conception of arts 
education. 

AT SCHOOL

Not only to the management and teachers involved. If possible, 
involve the whole school and the school community.

WITHIN THE GROUP

With whom you will work, the class, the students, the teachers. At 
this initial stage, the relationship between artist and participant 
begins to be built, with possible initial awkwardness. Interest 
and trust will not come immediately, but will begin to establish 
themselves from there. 

IN THE LOCAL COMMUNITY

The school’s location matters. Introducing yourself to the 
surrounding community helps build trust and increases 
awareness of the project and the artists involved in it.

ON SOCIAL MEDIA 

We can compete for space on social media. It can be a means 
of publicising and expanding the reach of the project, but also a 
means of including and engaging the participation of those who 
enjoy online activities.

The history of the project between artists and students begins to 
be built at this stage.

GO TO MICRO-PEDAGOGIES:  

* HIGHLIGHTING THE VALUE OF THE PROJECT 
* ACROSTIC

* RHYTHMIC MASSAGE DYNAMICS
* HUMAN PICTURES 

* AUTOMATIC WRITING
*  ZIP -ZAP ACTIVITY

METHOD
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STEP 3 INSPIRING THE 
COLLECTIVE 

And for this to happen, consider that:

CREATING TOGETHER IS A GOOD KIND OF CHAOS

With the start of the workshops, a period of intense coexistence 
begins. The participants, often already familiar with each other, 
meet and begin to interact with artists who arrive as strangers to 
their familiar environment; a gradual process of questioning and 
estrangement begins, but also one of building relationships of 
trust and a collective. This process takes time, requires listening 
and attention to the context, stories and characteristics of each 
participant. Creating together, often “from scratch” involves 
accepting the unknown and sharing goals. But it also involves 
clarifying roles, discussing forms of organisation and agreeing 
on rules and commitments that make the space safe and 
transparent for everyone.

GROWING TOGETHER CAN BE COOL!

The group will grow together, and this includes possibilities and 
challenges. Joint creation opens up a sensitive and meaningful 
learning space, where imagination, creativity, and collaboration 
can help to deal with the unexpected and with present and future 
challenges. Throughout the process, participants are prepared 
to build possible bonds and also to collectively create and take 
ownership of the final creation, which belongs to everyone. 
This will foster the strengthening of bonds, the expansion of 
possibilities for expression and experimentation with other ways 
of being in the group, in the project and in the world, as well as 
other ways of being, deciding and creating together.

GO TO MICRO-PEDAGOGIES:
  

* PHOTO PRESENTATION 
* MEDITATION 

* RHYTHMIC MASSAGE DYNAMICS
* AUTOMATIC WRITING

* SCREENING
* COLLECTIVE STORY BUILDING

GO TO MICRO-PEDAGOGY:
  

* CHARTER OF PRINCIPLES

METHOD
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Faced with a society undergoing enormous social 
and technological transformations, schools must 
prepare students for new challenges, for the unex-
pected, for the unknown. Projects such as this one 
can make a decisive contribution to this prepara-
tion, as they stimulate imagination and creativity, 
bringing out other possibilities for solving new pro-
blems in the future. This project presents itself as 
a “space” for meaningful experiences in the cons-
truction of the creative process and appropriation 
of creation in the final work. 

CARLA MEIRA, ARECA TEACHER

SUGGESTION: If research support is available, the team can 
now get started by holding an initial session to get to know 
the participants and find out what their expectations are for 

the project.

METHOD
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STEP 4: PREPARING THE BODY 
AND THE VOICE
“Think about the act of creation from a community perspective that 
articulates modes of existence and the meaning of the experience of 
the present through ethics and politics”.9

RECOGNISING AND PREPARING 

It is time to broaden the group’s knowledge and seek to 
understand how participants relate to the arts, what skills they 
have, and what physical and expressive difficulties and abilities 
they possess. It is from this recognition that a common foundation 
will be built. This can be developed through exercises, gradual and 
continuous practices that will run throughout the course. These 
include physical preparation exercises, games of body awareness 
and expression, exploration and listening to the voice, creative 
reading and writing, reading images and different stimuli for the 
imagination. Improvisation workshops, dramatic games, and small 
creative experiences may also be part of this moment. This is done 
both individually and collectively, and it is essential to respect the 
rhythms and singularities of each person, as well as to seek to 
strengthen the feeling of belonging to the group, to a collective.

9    	 Cf. Mundim, A. R., Meyer, S., & Weber, S. (2013). Real-time composition as an inven-
tive strategy. Cena, (13).

GO TO MICRO-PEDAGOGIES:
  

* CLASROOM RECONFIGURATION
* CONNECTION WITH THE BODY 

* READING AS A TOOL
* NARRATING A LIVED EXPERIENCE THROUGH 

GESTURES
* BATTLE DANCE GAME

METHOD
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STEP 5: EXPERIMENTING, TRYING, 
FAILING AND LEARNING

The ARECA proposal is based on an idea of co-creation inspired 
by existing artistic works. In this step, participants are encouraged 
to experiment with the work of contemporary and living artists — 
whether they are the artists themselves involved in the project or 
others — as inspiration. This is not a proposal to reproduce works, 
but rather an opportunity to learn about, experiment with, try, 
fail and learn through contact with these artists, their works, and 
examples.

An artistic object can be presented to the group in different 
ways: video, with a live demonstration, with a visit to a theatre, 
conservatory, museum, gallery or studio. At this stage, the 
basic fundamentals of artistic work are conveyed and, from this 
foundation, joint construction and co-creation are expanded, 
allowing participants to transform the inspiration they have 
received into something new and unique.

After the first exposure to the artistic object, a discussion circle 
can be held so that everyone can express what they have seen 
and identify elements such as light, sound, image, movement, 
and art. This activity encourages analysis and reflection on the 
artistic object. 

SUGGESTION: Observations can be recorded on paper or digitally, and 
can also be read aloud for collective discussion. If the project is part 
of the formal curriculum, these records can also serve as assessment 
material, if the project is part of the formal curriculum and it is 
necessary to assess learning.

GO TO MICRO-PEDAGOGIES:
  

* DECODING IMAGES 
* PROPOSAL-LEADERSHIP

METHOD
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STEP 6: CONSTRUCTING AN 
ARTISTIC OBJECT

This step involves several stages:

DRAWING

Based on individual affinities and group choices, the roles and duties 
of each person in the group are defined. In these groups, all ideas will 
be heard and discussed; creation is collective. Collective and individual 
responsibilities are assigned to ensure the functioning of the group. 

At this stage, activities such as democratic choice, debate, 
argumentation and voting can be developed to define the format 
for the development of joint creation.

A variety of activities are planned, both artistic and others, 
such as roundtable discussions on social, political, economic 
and environmental issues, watching films, listening to music, 
enjoying, contemplating and analysing different artistic objects, 
and promoting debates and exchanges of opinion. These 
activities will contribute to the creation of experiences, the 
building of consensus and dissent that add to each person’s life 
experiences, broadening their world, vocabulary and experiences 
for the design and advancement of the intended creation.

GO TO MICRO-PEDAGOGIES:
  

* PROPOSAL - LEADERSHIP 
* COMPLAINTS WORKSHOP

* READING AS A TOOL
* DISCOVERING WORDS

* CO-CREATION
* CONNECTION WITH THE BODY

METHOD
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DEVELOPMENT

In this stage, participants and artists deepen the co-creation 
of the final work, transforming the initial artistic object into a 
collective result to be presented publicly. Texts, movements, 
choreographies and other forms of expression can be worked 
on, experimenting with various forms of visual and sound 
representations, such as drawings, collages, photographs, videos, 
readings and music.

It is also a time to revisit principles and commitments, adjust 
expectations if necessary, and persist in physical, vocal, and 
interpretive preparation. If there is a social research team, it can 
accompany this process, supporting the artist in conducting 
ongoing evaluations of the project. 

REHEARSAL

At this point, the artistic object is expected to be advanced or 
completed, with functions, roles and commitments defined 
collectively. The workshops focus on rehearsals for the public 
performance and the organisation of the show, including 
possible trips to the venue and coordination with partners for 
music or costumes. At the same time, debate, argumentation 
and democratic decision-making processes can continue to be 
developed.

Familiarisation and integration into theatre, choreography, 
performance and artistic culture in general will also take place 
throughout this process. Learning the implicit or explicit codes 
inherent in the development of these activities can and should 
be developed and seen as an integral part of knowledge building, 
always considered within the specific context of each project.

GO TO MICRO-PEDAGOGIES:
  

* WARM-UP AND REPETITION
* WRITING AND DRAMATURGY

* COLLECTIVE STORY  BUILDING

GO TO MICRO-PEDAGOGIES:
  

* MUSIC
* HUMAN FRAMES 

* WRITING AND DRAMATURGY

METHOD
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STEP 7: PRESENTING 

It is time for the presentation, the materialisation of the work 
developed, the co-created work.

Having a show or other artistic object that materialises the entire 
journey is a moment of closing the cycle and celebrating a path 
travelled together. 

SUGGESTION: It is worth remembering the initial arrangements and 
it may be important to pay attention to institutional partners, guests 
invited to sporadic sessions, funding entities, local authorities involved 
in the project, etc.

STEP 8: REFLECTING AND
(SELF-) ASSESSING

The final stage does not end with the performance. It is necessary 
to think about a moment of systematisation of the experience, 
which considers an evaluation and self-evaluation of the journey. 
A conversation with the whole team is important to share 
learnings around the objectives achieved and the difficulties 
encountered. This moment can be led by the teachers involved. 
If there is a research team, they can lead the discussion, with a 
view to systematising the group’s experiences, either jointly or 
separately, depending on the group’s needs and context. This is a 
very important moment, because it translates into an experience 
of listening and intelligent understanding.

GO TO MICRO-PEDAGOGIES:
  

* PROPOSAL - LEADERSHIP
* WRITING AND DRAMATURGY

GO TO MICRO-PEDAGOGY:
  

* (SELF) ASSESSING

METHOD
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One of the practices developed throughout ARECA was the 
structuring of micro-pedagogies developed in systematisation 
sheets. Not without conflicts and difficulties, as a team we 
arrived at a simplified format for recording and systematising 
the knowledge employed in the activities developed for 
the project and the training of participants, with the aim of 
recording and inspiring other artists engaged and interested 
in art and education for intervention in schools. Each micro-
pedagogy corresponds to a practice systematised, mainly by the 
artists10, with a name, theme and guiding principles. It includes 
suggestions for implementation, a description of the activities, 
objectives, necessary materials and other essential information. 

The micro-pedagogies are not a closed or prescriptive material 
and can be used at different moments in the process of artistic 
intervention in educational contexts, serving as inspiration that 
should be adapted and transformed according to local contexts 
and needs.

10    	 The authorship of the files is essentially of the artists. Some files are authored by 
teachers, students and two, namely collective learning and (self) assessment, were prepared 
by the research team.

MICRO-PEDAGOGIES
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PRACTICE/ACTIVITY:
PRELIMINARY TRAINING PROPOSAL. STUDY CYCLE ON ART 
EDUCATION AND SOCIAL AND TRANSFORMATIVE PEDAGOGY.

TOPIC(S)

Social Pedagogy, Transformative Education, Education for Freedom.

GUIDING PRINCIPLES

*  Bring artists interested in art education closer to concepts 
of social pedagogy and transformative education.

*  Contribute to the dialogue between the world of education 
and the world of the arts from a critical and democratic pers-
pectives.

GENERAL OBJECTIVES

*  To work on concepts of social pedagogy and transformati-
ve education.

*  Introduce authors who have worked on social pedagogy 
and education for citizenship and social transformation in dia-
logue with the arts and the daily lives of students. 

Collective
learning
BY MARIA GILVANIA SILVA, RESEARCHER / 
CIES-ISCTE-UNIVERSITY INSTITUTE OF LIS-
BON / LISBON, PORTUGAL

 * STEP 1. ARTICULATING

MICRO-PEDAGOGIES
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OBSERVATIONS

Activities developed in several meetings.

PROCEDURES

1.  READING, LISTENING AND REFLECTING

Collective reading and discussion of fundamental texts on educa-
tion (popular, transformative, artistic, cultural, etc.).

*  Objective: to provide a basis for artists to address issues 
such as emancipatory and transformative education and the 
relationship between education and artistic creation.

*  Resources: articles, books, notebooks, etc. proposed by the 
researchers and supplemented by participants’ suggestions.

*  Reading examples:

*  Freire, P. (1996). Pedagogy of Autonomy. Editora Paz e 
Terra.

*  Freire, P. (2014). Education as the practice of freedom. 
Editora Paz e Terra.

*  Participants: researchers (session facilitators), artists, tea-
chers, producers, other interested social actors.

SUGGESTION: Contexts and ethical issues involving minors, students, 
people in vulnerable situations, etc., are relevant topics and may also be 
addressed in this initial session.

2. THEMATIC DEBATE: ETHICAL ART
*  Activity: Discuss contemporary issues regarding the social 
role of art in schools, such as the impact of art on inclusion, 
equity and cultural diversity.

*  Objective: to broaden artists’ perspectives on the relation-ship 
between art and pressing and urgent social issues, such as so-
cial inequalities, inclusion of minorities, migration and mobility, 
violence, sustainability, etc.

*  Resources: recent articles, documentaries about artistic 
projects in communities and schools proposed by artists.

*  Participants: researchers (session facilitators) | Producers, 
interested local actors.

3. CASE STUDIES OF ARTS EDUCATION/ART EDUCATION
*  Activity: analysis of case studies of arts education/art edu-
cation projects.

*  Objective: to reflect on different pedagogical and artistic 
approaches applied in educational contexts. To discuss what 
worked and why, analysing the methodologies adopted.

*  Resources: project reports and videos.

*  Examples:

*  https://esteticafosil.csic.es/miembros/pablo-martinez/

MICRO-PEDAGOGIES
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*  https://tencuidado.org/caja-de-herramientas/ 

*  Assis, M., Gomes, E.X., Pereira J.S., Pires, A.L.O. 
(2017).10x10. Essays on Art and Education, Calouste Gul-
benkian Foundation.

*  Discussion about the project that guides the develop-
ment of activities.

*  Participants: researchers (session facilitators), artists, pro-
ducers, interested local actors.

4. BALANCE, REFLECTION (MAY BE MOBILISED BY THE RE-
SEARCH TEAM, IF ANY)

*  Activities: guided reflection. At the end of each module or 
workshop, artists are invited to reflectively express what they 
have learned, their difficulties and how they intend to apply 
their knowledge in school. This can be in writing, audio, vi-
deo, drawing, painting, staging, or another form of expression 
agreed upon by the group.

*  Objective: to promote self-reflection and critical develop-
ment, helping artists to consolidate their teaching practice.

MATERIALS USED
Notebooks, reflective questionnaires, sheets of paper, coloured 
pencils, audio and video recorders, etc.

GENERAL GUIDELINES

The reading of the works can be divided into parts or teams to 
encourage debate and minimise the workload, if necessary; alter-
natively, other references in social pedagogy, global and transfor-
mative education, education for citizenship and democracy that 
make sense for the local context can be used.

OTHER RELEVANT INFORMATION

The participants should be the artist-educators and, if there is a 
social research team, the researchers can organise and facilitate 
the sessions.

MICRO-PEDAGOGIES
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PRACTICE/ACTIVITY

SHOWCASING THE PROJECT AND ENSURING CLARITY FOR ALL 
PARTICIPANTS.

TOPIC(S)

Contextualisation of the project by the teaching staff.

GUIDING PRINCIPLES

*  Highlighting the value of the proposal and the facilitators 
of the process. 

*  Highlighting the opportunity that participation presents 
for students.

GENERAL OBJECTIVES

*  Provide context for the proposal within the students’ curriculum.

*  Foster enthusiasm.

*  Welcome the artists and make them feel that they 
are contributing positively to the students’ educational 
development. 

 * STEP 2. INTRODUCING YOURSELF: HELLO!                     
* STEP 3. INSPIRING THE COLLECTIVE            

* STEP 4. PREPARING THE BODY AND THE VOICE

Highlighting 
the value of 
the project
BY BELEN SAN VICENTE, TEACHER
EGIBIDE MOLINUEVO /
VITORIA-GASTEIZ, BASQUE COUNTRY, SPAIN

MICRO-PEDAGOGIES
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PROCEDURES

After a preliminary conversation between the artists and the 
teaching staff, the teacher is responsible for presenting the 
project, highlighting the opportunity it offers students to 
participate in it. They introduce the artists as if they were “stars”, 
emphasising their experience in the arts and highlighting its 
value. From their area of expertise, they contextualise the process 
that the students will undertake within their general study plan 
and value the experience for them.

MATERIALS USED

Not applicable.

ELEMENTS TO CONSIDER

A good presentation can guarantee interest, confidence and 
enthusiasm on the part of the participants at the school. This 
can contribute to a “contagious effect” among all those involved, 
including the participants.

OTHER RELEVANT INFORMATION

It is very important that the teacher who is going to present the 
artists and the project has a good understanding of the proposal 
in order to be able to promote it with substance and integrity. 

MICRO-PEDAGOGIES
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PRACTICE/ACTIVITY

SHOWCASING THE PROJECT AND ENSURING CLARITY FOR ALL 
PARTICIPANTS.

TOPIC(S)

Definition of concepts.

GUIDING PRINCIPLES

That the artists who are going to develop the programme can 
understand the context in which it will be carried out.

GENERAL OBJECTIVE

To understand the context in which we will be working.

SPECIFIC OBJECTIVES

*  Observe the collective work (artists).

*  Reflect on the studies you are undertaking (students)

Acrostic
BY HANNAH FRANCIS WHELMAN AND AMAIA 
BONO, ARTISTS / AZALA. VITORIA-GASTEIZ, 
BASQUE COUNTRY, SPAIN

  
* STEP 2.  INTRODUCING YOURSELF: HELLO!              

MICRO-PEDAGOGIES
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PROCEDURES

Choose a word or concept (e.g., SOCIAL INTEGRATION). 

The class is divided into subgroups so that each group can create 
an acrostic with the complete word.

Write vertically so that each letter forms a different word that 
helps to understand the meaning of the root word for the group. 

Once the acrostic has been made, the different groups are 
asked to find a way to present it to the rest of the class. They 
are encouraged to find unconventional ways of doing so, e.g. 
associating gestures with each word, finding a specific layout in 
the space, etc.

MATERIALS USED

Sheets of paper with the acrostic already written on them and 
writing materials.

ELEMENTS TO CONSIDER

By promoting observation, whether of the way the group works 
or of the different roles played by the participants, this activity 
can be very useful for raising awareness of the context and 
possibilities of teamwork. 

OTHER RELEVANT INFORMATION

This tool can be used for both assessment and diagnosis.

MICRO-PEDAGOGIES
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* STEP 2. INTRODUCING YOURSELF: HELLO!

* STEP 3. INSPIRING THE COLLECTIVE.

PRACTICE/ACTIVITY 

PRACTICING RHYTHMIC MASSAGE DYNAMICS IN ORDER TO PRO-
MOTE BODY AND GROUP EXPLORATION.

TOPIC(S)

Body and group rhythm exercise.

GUIDING PRINCIPLES

*  Body connection: promoting awareness of one’s own body 
and its relationship with the environment.

*  Coordination and rhythm: working on synchronisation with 
music and with the group.

*  Respect and consent: it is essential to respect each 
person’s physical and emotional boundaries.

GENERAL OBJECTIVES

*  Encourage physical interaction and teamwork.

*  Develop the ability to listen and follow the musical rhythm.

*  Build trust among participants through consensual 
physical contact.

Rhythmic 
massage 
dynamics: 
body and group 
exploration
BY UXUE BRAVO, LEIRE PRIETO AND LUCÍA PLAZA, 
STUDENTS / EGIBIDE MOLINUEVO INSTITUTION / 
VITORIA-GASTEIZ, BASQUE COUNTRY, SPAIN

MICRO-PEDAGOGIES
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SPECIFIC OBJECTIVES

*  Coordinate body movements to the rhythm of different 
musical styles.

*  Promote relaxation and physical well-being through contact.

*  Facilitate group integration through a sensory and 
physical activity.

PROCEDURES

Participants perform nine massages or gentle strokes on other 
classmates to the rhythm of the music, which changed from slow 
to fast (techno). The activity involved touching and being touched 
by other people, maintaining the rhythm and coordination 
according to the song.

MATERIALS USED

*  Sound equipment to play the music.

*  Ample space to move around and carry out the activity.

ELEMENTS TO CONSIDER

This activity seeks to foster physical and group connection, and is 
an excellent way to assess coordination and concentration within 
the group. It may be a little uncomfortable for some participants 
due to the mandatory physical contact and its fast pace. It is 
necessary to respect each participant’s limits.

OTHER RELEVANT INFORMATION

It is essential to ensure that activities involving physical contact 
always respect individual consent and preferences. This practice 
could be better adapted by allowing more space to choose 
whether or not to participate in the contact, or with more flexible 
times so that each person feels comfortable.

MICRO-PEDAGOGIES
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PRACTICE/ACTIVITIES

REPRESENTING HUMANS AS PICTURES OR STATUES. 

TOPIC(S)

This is related to AUC (Attention to Living Units), a subject in 
the higher education degree programme in social integration. 
Different groups are chosen to be represented physically by 
simulating statues/pictures.

GUIDING PRINCIPLES

To promote a common reflection on stereotypes.

GENERAL OBJECTIVES

*  To reduce society’s stereotypical ideas about certain 
vulnerable groups.

*  To promote social inclusion.

Human
frames
BY HANNAH FRANCIS WHELMAN AND AMAIA 
BONO, ARTISTS / AZALA / VITORIA-GASTEIZ, BAS-
QUE COUNTRY, SPAIN

  
* STEP 2.  INTRODUCING YOURSELF: HELLO!

* STEP 6. CONSTRUCTING AN ARTISTIC OBJECT

MICRO-PEDAGOGIES
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SPECIFIC OBJECTIVES 

*  Improve interpretation. 

*  Improve body posture.

*  Identify situations of exclusion in different groups.

PROCEDURES

Describe the activity and explain the procedure to follow. After 
choosing the groups, the performance is carried out in front of the 
others.

MATERIALS USED

Not applicable.

ELEMENTS TO CONSIDER

This is a very easy activity to carry out and does not require acting 
skills. It helps to break down stereotypical ideas.

MICRO-PEDAGOGIES



43

PRACTICE/ACTIVITY

EXPLORING THOUGHT THROUGH ART ON A WORKSHOP.

TOPIC(S) 

Artistic and emotional expression.

GUIDING PRINCIPLES

*  Inclusion: all participants have the right to express 
themselves without being judged.

*  Autonomy: respect for each person’s pace and personal 
style is encouraged.

*  Active participation: the activity encourages everyone to 
get involved based on their own experiences.

*  Personal development: self-awareness is developed as a 
tool for social integration.

Automatic 
writing: 
exploring 
thought 
through art
BY UXUE BRAVO, LEIRE PRIETO AND LUCÍA PLAZA, 
STUDENTS / EGIBIDE MOLINUEVO / VITORIA-GAS-
TEIZ, BASQUE COUNTRY, SPAIN

* STEP 2. INTRODUCING YOURSELF: HELLO!
* STEP 3. INSPIRING THE COLLECTIVE

MICRO-PEDAGOGIES
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GENERAL OBJECTIVES

*  To use writing as a means of expression and emotional 
channeling.

*  To foster personal development and self-esteem among 
participants.

*  Create safe spaces for sharing thoughts and ideas in a 
group setting.

*  Promote communication and reflective skills.

SPECIFIC OBJECTIVES

*  Encourage free emotional and mental expression through 
spontaneous writing.

*  Promote self-awareness and personal reflection.

*  Stimulate creativity and connection with oneself.

*  Create a safe space for participants to express themselves 
without fear of being judged.

PROCEDURES

Participants are asked to write for five minutes straight, writing 
down everything that came to mind, without stopping or 
worrying about spelling, coherence, or content. They are asked 
not to lift their pens from the paper and to let their thoughts 
flow freely. Afterwards, they are given the opportunity to share 
(voluntarily) what they write and reflect on the experience.

MATERIALS USED

Sheets of paper.

Pens or pencils.

Stopwatch or clock to keep track of time.

ELEMENTS TO CONSIDER

The activity allows many participants to feel greater emotional 
freedom and awareness of their thoughts, as well as the possibili-
ty of expressing them. 

It is important to ensure that there is a safe space for its 
implementation.  

MICRO-PEDAGOGIES
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OTHER RELEVANT INFORMATION

This activity does not require any prior skills, promotes self-
esteem and offers a very accessible means of expression. It can be 
adapted to different situations and can be repeated regularly to 
observe changes in participants.

PRACTICE/ACTIVITY

ZIP-ZAP, SAYING WORDS WHILE MAKING BODY GESTURES.

TOPIC(S

Physical and vocal preparation.

GUIDING PRINCIPLES 

Spaces with our own bodies as we move around the gym.

GENERAL OBJECTIVES

*   Vocalisation.

*  Gestural expression.

*  Spatial, bodily and temporal orientation.

SPECIFIC OBJECTIVES

*  Improve attention.

*  Improve tone of voice. 

Zip-Zap
BY HANNAH FRANCIS WHELMAN AND AMAIA 
BONO, ARTISTS / AZALA / VITORIA-GASTEIZ, 
BASQUE COUNTRY, SPAIN

  
* STEP 2. INTRODUCING YOURSELF: HELLO!

* STEP 4. PREPARING THE BODY AND THE VOICE.
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46

*  Encourage participation.

*  Adapt to the proposed activity.

PROCEDURES

The art-educators instruct the students to form a circle in the 
middle of the gym, and once this is done, we begin the game. 
We start saying words such as Zip, Zap, Boing, Copacabana, etc. 
For example, Zip means to pass it to the person next to you, Zap 
means you can’t pass it to the person next to you, Boing means it 
bounces back to you and Copacabana means to dance and move 
to a different place in the circle. Then we added more words to 
make it more difficult and we tried harder to pay attention to the 
game.

MATERIALS USED 

Not applicable.

ELEMENTS TO CONSIDER

It promotes movement, concentration and coordination, as well 
as attention, connection and trust between participants. 
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PRACTICE/ACTIVITY

DEVELOPING A COMMON CHARTER OF PRINCIPLES THAT WILL 
SERVE AS A ROADMAP FOR THE CREATIVE AND LEARNING 
JOURNEY.

TOPIC(S)

Building a collective.

GUIDING PRINCIPLES

Establish, collectively and in a rhizomatic and democratic manner, 
the ethical principles of relationships within the group.

GENERAL OBJECTIVE

*  Establish a set of principles capable of building an 
environment where students feel safe, respected, and 
motivated to learn.

SPECIFIC OBJECTIVE

*  Give students more space and voice within the school 
context, so that they can be builders of the rules of collective 
construction and conduct, involving them in this construction.

Charter of 
principles
BY SETE ANOS / PORTUGAL, SEIXAL

  
* STEP 3. INSPIRING THE COLLECTIVE
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PROCEDURES

Each person writes down on a piece of paper 5 “things” that 
they think should not happen in the sessions and 5 that should 
happen. The answers are then grouped by theme and, at the end, 
a charter of principles is drawn up. The charter is read aloud by a 
student to everyone and everyone signs the document (including 
artists and teachers).

MATERIALS USED

Paper and pen.

ELEMENTS TO CONSIDER

If this action is not accompanied by mechanisms for its effective 
implementation, such as raising awareness of the commitment 
and constantly revisiting its content, it can become an empty and 
even counterproductive action in school contexts that are more 
demanding in terms of behaviour. 
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PRACTICE/ACTIVITY

PERSONAL PRESENTATION THROUGH A PHOTO.

TOPIC(S)

Personal presentation.

GUIDING PRINCIPLES

Present the photo to others and explain why you chose it.

GENERAL OBJECTIVE 

*  To learn the beginning of each person’s story. 

PROCEDURES

Each person has five minutes to choose a photo from their phone, 
either of themselves, someone else, a landscape, an object, etc. 

The group sits in a circle, and one person circulates with the photo 
while the person tells their story.

Photo 
presentation
BY CORINE CELLA, ARTIST / ROUGE ELEA /
 HENDAYE, BASQUE COUNTRY, FRANCE
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MATERIALS USED

Mobile phone with personal photos or images from the internet.

ELEMENTS TO CONSIDER

This is a simple activity that involves the use of mobile phones, 
which appeals to participants of all ages. The idea of choosing 
a photo of yourself, a landscape, an object, etc. on your mobile 
phone is familiar and encourages self-reflection.

The explanation to the group encourages participation and 
disinhibition, as well as creating more intimacy and bonds of trust.

Although it is used to facilitate the activity, the phone is not 
authorised as a creative tool, only for choosing and showing the 
photo.
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PRACTICE/ACTIVITY

ACTIVITY OF MEDITATION. 

TOPIC(S)

Relaxation, breathing, imagining your place of refuge. 

GUIDING PRINCIPLES

Learning to relax and concentrate in an intensely connected 
world.

GENERAL OBJECTIVES

*  Offer an activity to start the session that allows participants 
to shift their focus away from the day’s activities and concerns.

*  Become aware of your body and your breathing. 

*  Create a sense of calm and comfort.

Meditation
BY CORINE CELLA, ARTIST / ROUGE ELEA / 
HENDAYE, BASQUE COUNTRY, FRANCE
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PROCEDURES

Prepare the room before the students arrive: lay out yoga mats 
in a circle, play calm music, dim the lights. When they arrive, 
they put their belongings down and settle onto the mats once 
everyone is there. Begin the meditation session, which has been 
written in advance.

MATERIALS USED

Mats, soft music, calm voice.

ELEMENTS TO CONSIDER 

Participants may arrive at the activity workshops with scattered 
energy and focus. The meditation activity consists of preparing 
the body and mind for group work. In some groups, the practice 
may take time to become a real habit, but it should not be 
dispensed with. It can constitute a group ritual that is built up 
from the beginning of the process.

OTHER INFORMATION

Duration of the practice: 15 minutes.
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PRACTICE/ACTIVITY

SCREENING A DOCUMENTARY.

TOPIC(S)

Creative mediation process similar to our own.

GUIDING PRINCIPLES

Recognise similar practices and exercises already carried out by 
other artists and groups.

GENERAL OBJECTIVES 

*  Identify with others like us.

*  Understand the journey and expectations of a similar 
project.

*  Recognise similar practices and exercises already carried out.

Screening
BY CORINE CELLA, ARTIST / ROUGE ELEA / 
HENDAYE, BASQUE COUNTRY, FRANCE
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PROCEDURES

Watch a 30-minute documentary in which we follow a creative 
mediation process similar to our own.

MATERIALS USED

Video projector, sound system.

ELEMENTS TO CONSIDER

Short films may be chosen in order to meet the challenge of 
maintaining participants’ attention. Alternatively, the difficulty of 
concentrating on a longer film could be discussed, along with the 
reasons for this. 

OTHER INFORMATION

Example of a film: “Réfugiez-vous”, Marseille, 2023, Pierre Barbier.
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PRACTICE/ACTIVITY

COLLECTIVELY CREATING STORIES TO EXPLORE EMOTIONS AND 
EXPERIENCES.

TOPIC(S)

Narrative and group creativity workshop.

GUIDING PRINCIPLES

*  Collaboration: Encourage teamwork and active listening.

*  Free expression: Facilitate the expression of emotions and 
thoughts without censorship.

*  Empathy: promote understanding and respect for the 
stories of others.

*  Therapeutic processes: use narrative as a means of 
externalising internal experiences, including trauma.

GENERAL OBJECTIVES

*  Enhance creativity and imagination through narrative.

*  Facilitate the expression of emotions and personal 

Collective story 
building
BY UXUE BRAVO, LEIRE PRIETO AND LUCÍA PLAZA, 
STUDENTS / EGIBIDE MOLINUEVO / VITORIA-
GASTEIZ, BASQUE COUNTRY, SPAIN

  
* STEP 3. INSPIRING THE COLLECTIVE 

* STEP 6. CONSTRUCTING AN ARTISTIC OBJECT
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experiences through storytelling.

*  Strengthen group cohesion through the joint construction 
of a story.

*  Provide a safe space to work on difficult or traumatic issues 
in an indirect and symbolic way.

SPECIFIC OBJECTIVES

*  Develop narrative and communication skills.

*  Enable participants to identify and express difficult emotions.

*  Foster trust within the group and mutual support.

*  Explore the use of storytelling as a tool for social integration 
and community therapy.

PROCEDURES

Each group was given the beginning of a story. Each participant 
has to add new elements to the story, building it collectively 
and progressively. The activity is sought to enable people to 
express emotions or experiences, including possible traumas, in a 
symbolic and creative way through the story. At the end, the story 
is shared and the process was reflected upon.

MATERIALS USED

Paper and pens for taking notes or writing. Blackboard or 
flipchart to write down the collective story (optional). Quiet and 
comfortable space for group dynamics.

ELEMENTS TO CONSIDER 

This may help to increase interest and involvement in the joint 
creation that is being developed. It encourages the expression of 
feelings in a safe and meaningful way, increasing connection and 
trust within the group.

At ARECA participants showed interest and became involved 
in the joint creation of the story. The activity encouraged the 
expression of difficult feelings and experiences in a safe and 
symbolic way. Some said that it helped them connect with their 
emotions and with the group. There were moments of laughter 
and reflection, which contributed to an atmosphere of trust.

OTHER RELEVANT INFORMATION

This practice can be a very valuable tool in social integration 
contexts, as it combines creativity, emotional expression, and 
group work. It allows sensitive issues to be addressed without 
direct confrontation, facilitating healing and community 
strengthening processes.
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PRACTICE/ACTIVITY

RECONFIGURATION OF THE CLASSROOM.

TOPIC(S)

 Space.

GUIDING PRINCIPLES

Demonstrate that there are always alternatives to the 
established norm.

GENERAL OBJECTIVES

*  To understand that the reconfiguration of space as to 
be done with the reconfiguration of time, the body and 
relationships.

*  To create an environment more conductive to the 
establishment of the other.

*  To create an environmednt that promotes less 
unidrectional relationships, with more interaction between all 
participants, where bodies are less obedient.

Classroom 
reconfiguration
BY SETE ANOS / PORTUGAL, SEIXAL

* STEP 4. PREPARING THE BODY AND THE VOICE
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SPECIFIC OBJECTIVES

*  To create possibilities for students’ bodies to free 
themselves from the weight of institutional configuration and 
the pre-established and find physical and mental availability for 
work.

PROCEDURES

Move tables and chairs aside and use the open space in the room 
or other configurations depending on the work to be done, but 
always avoiding the classic classroom configuration.

MATERIALS USED

Not applicable.

ELEMENTS TO CONSIDER

Some students might show initial difficulty and embarrassment 
in occupying this other space. The practice may take longer than 
initially planned. 
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PRACTICE/ACTIVITY

MUSIC AND SOUND PRACTICES.

TOPIC(S)

Sound recording, music production, music composition, 
interpretation, metrics, written composition, vocal and posture 
preparation, refining auditory sensitivity in relation to the sound 
and musical spectrum with various exercises.

GUIDING PRINCIPLES

*  Alert and situate students in the political and social context 
in which they live.

*  The theme of the city can, e.g., be the central focus of the 
musical content of the piece, with written exercises reflecting 
their concerns and desires for change in relation to the current 
situation.

GENERAL OBJECTIVE

*  To provide students with additional skills and foundations 
in musical composition and performance that are not normally 
included in their school curriculum.

Music 
BY JOÃO MIGUEL FONSECA, MUSICIAN / 
PORTUGAL, SEIXAL

  
* STEP 6. CONSTRUCTING AN ARTISTIC OBJECT
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SPECIFIC OBJECTIVE

*  Technical preparation for the performance throughout 
the school year.

PROCEDURES

Group rehearsals with various musical instruments, mixed 
audio recording techniques in the studio and outdoors, contact 
with audio recording equipment, voice placement and posture 
exercises.

Yoga exercises with physical preparation, focus and concentration

MATERIALS USED

Recording studio, speakers, microphones, computer, electric 
guitar, acoustic guitar, amplifier, microphones, various percussion 
instruments, synthesiser (Theremin), multiple digital music 
applications on the students’ own mobile phones such as 
sequencers, synthesizers, drum machines, recorders, pads, to 
promote the practical use of mobile phones as a work tool and 
not just for social media.

ELEMENTS TO CONSIDER

This activity can be carried out several times, with consistency 
being necessary. 

In these practices, students tend to show remarkable technical 
and artistic development throughout the process and at the time 
of the final presentation. 

It contributes to increased self-esteem and self-confidence 
among participants.

Learning music enriches and contributes to improvement in other 
areas, such as performance.

MICRO-PEDAGOGIES



61

PRACTICE/ACTIVITY

VOCABULARY EXPANSION FOR ENRICHING LEXICAL CAPITAL. 

TOPIC(S)

Language

GUIDING PRINCIPLES

Enrichment of lexical capital as an emancipatory tool, taking into 
account the social and, consequently, linguistic inequalities that 
exist among students from different backgrounds and social 
classes. 

GENERAL OBJECTIVES

*  To expand students’ lexical knowledge given its correlation 
with academic success

*  Expand the lexical knowledge of students for whom. The 
speaking language at the school is their second language, 
given the relationship between language and social and 
cultural inclusion.

Discovering 
words
BY SETE ANOS / PORTUGAL, SEIXAL

* STEP 6. CONSTRUCTING AN ARTISTIC OBJECT
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SPECIFIC OBJECTIVES

*  Foster reading comprehension and the ability to attribute 
meaning to words. 

PROCEDURES

In a circle, randomly open the dictionary, choose a word and read 
it aloud to everyone. Write it down in your notebook.

MATERIALS USED

Dictionary, notebook and pen.

ELEMENTS TO CONSIDER

Students usually show interest in the activity. For best results, it is 
recommended that it be implemented on a regular basis.

OTHER INFORMATION

Practical classes in municipal theatres/auditoriums to encourage 
students to become familiar with these facilities.

Having this experience earlier in the school year can positively 
influence interest and personal development in the project.

Study visits with students to events such as concerts or plays.
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PRACTICE/ACTIVITY

CREATING A CHOREOGRAPHIC COMPOSITION.

TOPIC(S)

Playful choreographic composition.

GUIDING PRINCIPLES

Introduce collective creative practices, in real time and gradually.

GENERAL OBJECTIVES

*  Prepare the body.

*  Composition in pairs.

PROCEDURES

In pairs, facing each other, one person gives a part of the body to 
move while taking a step towards their partner, who responds with 
a backward movement involving the mentioned part of the body. 
The leader suggests four parts of the body that cause four backward 
movements with different gestures. Then the roles are reversed.

Battle dance 
game
BY CORINE CELLA, ARTIST / ROUGE ELEA / 
HENDAYE, BASQUE COUNTRY, FRANCE

* STEP 4. PREPARING THE BODY AND THE VOICE
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Four parts of the body, therefore four backward movements for one 
person, then four parts of the body, therefore four movements for 
the other person, which are remembered and repeated.

Repeat in rhythm.

Creation of a mini-dance in pairs, in playful confrontation

MATERIALS USED

Not applicable.

ELEMENTS TO CONSIDER

The game is very enjoyable and the composition and rhythm 
gradually fall into place.

Observation of each other.

OTHER INFORMATION

Not applicable.
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PRACTICE/ACTIVITY

READING AS A TOOL.

TOPIC(S)

Reading.

GUIDING PRINCIPLES

Reading as a tool for students to look at reality and identify 
possibilities for intervention to transform it.

GENERAL OBJECTIVE

*  To develop and promote a love of reading (physical books) 
and reading habits among students.

SPECIFIC OBJECTIVES

*  Promote the ability to transform information into 
knowledge.

*  Expand students’ social, political, and cultural awareness.

Reading of 
testimony
BY SETE ANOS / PORTUGAL, SEIXAL

* STEP 4. PREPARING THE BODY AND THE VOICE
* STEP 6. CONSTRUCTING AN ARTISTIC OBJECT
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PROCEDURES

The artists choose a book that they consider appropriate for the 
class in question. Depending on the book and the number of 
pages, they agree with the teacher on a time frame for reading the 
entire book. They then decide with the class the order in which the 
students will read the book within the stipulated time frame, at the 
end of which they will pass it on to the next student. At the end, a 
class is devoted to discussing the book together.

MATERIALS USED

Book.

ELEMENTS TO CONSIDER 

For this activity, it is essential to meet deadlines, so it is necessary 
to work on this commitment with the class to ensure that the ac-
tivity can be carried out.

OTHER INFORMATION

This activity can be articulated with the micro-pedagogy activity 
of discovering words.
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PRACTICE/ACTIVITY 

PROMOTING PHYSICAL PREPARATION AND BODY AWARENESS. 

TOPIC(S)

Physical preparation.

GUIDING PRINCIPLES

Learning to relax and concentrate in an intensely connected world.

GENERAL OBJECTIVE

*  Calm the mind.

SPECIFIC OBJECTIVE

*  Building concentration for the session. 

Connection 
with the body
BY SETE ANOS / PORTUGAL, SEIXAL

MICRO-PEDAGOGIES

  
* STEP 4. PREPARING THE BODY AND THE VOICE
* STEP 6. CONSTRUCTING AN ARTISTIC OBJECT



68

PROCEDURES

Ask the group to spread out around the space. Each person 
should lie on their back, close their eyes and begin to connect 
with their breathing by observing it. After 2 or 3 minutes of this 
exercise, suggest that they tense a part of their body and then 
relax it and feel the difference (from head to toe). Example: 
“Now create tension in your left leg, so that it rises slightly off 
the ground. Relax. Now your right leg”, and so on. Alternatively, 
suggest visualising an internal light travelling through the body 
from the feet to the head, illuminating each part of the body

MATERIALS USED

Not applicable.

ELEMENTS TO CONSIDER

It greatly facilitates concentration and calm. Some participants 
may take a little longer to achieve a higher level of concentration.
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PRACTICE/ACTIVITY: 

EXTENSIVE PHYSICAL AND VOCAL PREPARATION WITH 
IMPROVISATION.

TOPIC(S)

Above all, employ extensive physical and vocal preparation, in 
addition to interpretation, taking into account the environment in 
which the activity will take place.

GUIDING PRINCIPLES

Value each person’s experience and performance.

GENERAL OBJECTIVES

*  Vocalisation.

*  Performance through imagination and creativity.

*  Gestural expression.

*  Spatial and temporal orientation.

Narrating 
a lived 
experience 
through 
gestures
BY HANNAH FRANCIS WHELMAN AND AMAIA 
BONNO, ARTISTS / AZALA / VITORIA-GASTEIZ, 
BASQUE COUNTRY. SPAIN

  
* STEP 4. PREPARING THE BODY AND THE VOICE
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SPECIFIC OBJECTIVES

*   Improve tone of voice, adapting it to the environment, as 
well as vocalisation.

*  Adapt to the environment and the activity through 
narration, for which it is important to implement and 
encourage creativity and imagination when carrying out these 
activities that require a great deal of interpretation.

*  Encourage interpretation as a basic resource for the 
performing arts.

PROCEDURES

The students will be divided into groups of three, and in each group, 
one student will be tasked with narrating any experience they 
have had that has had a significant impact on their life. The other 
two classmates will have the task of interpreting the story through 
movements, gestures and facial expressions, coordinating with the 
narrator, since if they are not coordinated, the performance will lack 
meaning and the audience will not understand it fully. The narrator 
will also define the space in which the scene/play will take place 
through their body movements, and then their two companions will 
have to perform the play in that space.

MATERIALS USED

Paper and pen to write a script that the narrator will then have 
to recite, preferably without the paper. The performers may use 
other complementary objects such as a handkerchief, cloth, 
blanket, etc., to use later in the play.

ELEMENTS TO CONSIDER 

It is very important that all participants are active, willing, and 
motivated when performing their role in the play so that it makes 
sense, because if they are not well coordinated and monotony 
takes over, the play lacks meaning and therefore would not be 
understood by the audience or spectators.

OTHER RELEVANT INFORMATION

It is important to see and know that interpretation is extremely 
useful and to apply it to the performing arts as another tool that 
can be used in your daily life or as a professional.
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PRACTICE/ACTIVITY

DEVELOPING VISUAL LITERACY. 

TOPIC(S)

Visual literacy.

GUIDING PRINCIPLES

Learning to decode images as a tool for developing critical 
thinking.

GENERAL OBJECTIVE

*  Develop the ability to analyse visual information so that its 
reception is more conscious, critical and protected.

SPECIFIC OBJECTIVE

*  Foster an understanding of images, the formal elements 
that compose them and how they combine to produce a 
particular meaning.

Decoding 
images
BY SETE ANOS / PORTUGAL, SEIXAL

 * STEP 5. EXPERIMENTING, TRYING, 
FAILING AND LEARNING

* 6. CONSTRUCTING AN ARTISTIC OBJECT
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PROCEDURES

Each student chooses a video of a song/band. 

The video is projected and the students have to count the images 
(changes of shot). 

Depending on the videos chosen, a discussion is held about their 
content and formal solutions. 

MATERIALS USED

Computer, projector and screen.
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PRACTICE/ACTIVITY

FOSTERING ORGANISATION AND RESPONSIBILITY. 

TOPIC(S)

Organisation.

GUIDING PRINCIPLES

Responsibility.

GENERAL OBJECTIVE

*  Think ahead: visualise the exercise beyond the classroom.

SPECIFIC OBJECTIVE

*  Propose alternatives within the work to be done.

Proposal-
leadership
BY SETE ANOS / PORTUGAL, SEIXAL

  
* STEP 5. EXPERIMENTING, TRYING, 

FAILING AND LEARNING
* STEP 6. CONSTRUCTING AN ARTISTIC OBJECT

* STEP 7. PRESENTING
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PROCEDURES

As a group, discuss the possibility of an alternative to the exercise 
to be carried out. 

Anyone who has a proposal presents it to the group in full: where 
and how the group members are positioned in the space; what 
materials are needed and what to do.

MATERIALS USED

Not applicable, except those proposed by the participant.

ELEMENTS TO CONSIDER

This is an ongoing activity.

It is not easy to think of all aspects, so the tendency is to do 
something quick and uncomplicated; there is a fear of occupying 
the space with the proposal. 
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PRACTICE/ACTIVITY

PROMOTING CRITICAL ENGAGEMENT WITH SOCIAL ISSUES. 

TOPIC(S)

Improvisation proposal for reflection.

GUIDING PRINCIPLES

To promote reflection on the ills of society through an 
improvisation proposal.

GENERAL OBJECTIVE

*  To identify the shortcomings observed by the group in 
society.

SPECIFIC OBJECTIVES

*   Get in touch with acting and improvisation.

*  Reach agreements about what and how to share their 
reflections through the planning of a scene.

Complaints 
workshop
BY AMAIA BONO AND HANNAH FRANCIS 
WHELMAN, ARTISTS / AZALA / VITORIA-GASTEIZ, 
BASQUE COUNTRY. SPAIN

  
* STEP 6. CONSTRUCTING AN ARTISTIC OBJECT
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PROCEDURES

The group is asked to divide into subgroups (of 3 or 4 people). 

They are asked to hold a short discussion about what is wrong 
with society, what it lacks, what bothers them about what they 
observe in citizens, etc.

Once the above analysis has been carried out, they are asked to 
create a scene inspired by a complaints or lost property office, 
where they must go to complain about the aspects of society they 
consider negative.

They are offered support and tools to set up this scene, decontex-
tualise, play with humour, etc.

MATERIALS USED

Classroom items to use as props if they are considered useful. It 
can be done without any materials.

ASSESSMENT OF ACHIEVEMENTS

It is an important step for the students to enter the world of role-
playing. In addition, the reflections can be very valuable. It makes 
the work much easier to offer a specific framework through which 
to express their reflections. 

OTHER RELEVANT INFORMATION

This is a tool that requires more or less support depending on the 
creative capacity of the group.
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PRACTICE/ACTIVITY

CO-CREATION OF A SIGN CHOREOGRAPHY BASED ON A SONG 
CHOSEN BY THE PARTICIPANTS.

TOPIC(S)

Collective creation based on the lyrics of a song.

GUIDING PRINCIPLES

During a previous workshop, they chose this song. The song can 
be interpreted as if it is constituted by signs. Movements become 
an invented sign language.

GENERAL OBJECTIVE

*  Creation of part of the show.

PROCEDURES

In several small groups are created movements while reading the 
lyrics of the song.

Co-creation
BY ALEXIA PAPANTCHEV AND JOANA OLASAGASTI, 
ARTISTS / ROUGE ELEA / HENDAYE, BASQUE 
COUNTRY, FRANCE
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MATERIALS USED

The lyrics of the song.

ELEMENTS TO CONSIDER

This activity can generate good ideas and attract the interest of 
participants. 

It is an activity that can be repeated and tends to become better 
and more positive with consistency.
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PRACTICE/ACTIVITY

WARM-UP PRACTICES. 

TOPIC(S)

Physical preparation.

GUIDING PRINCIPLES

Work on consistency, enable practice and improvements in 
learning developed.

GENERAL OBJECTIVE

*  Through repetition, create familiarity with the exercise and 
the opportunity to overcome challenges.

SPECIFIC OBJECTIVE

*  Promote confidence in one’s own body.

Warm-up-
repetition 
BY SETE ANOS / PORTUGAL, SEIXAL
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PROCEDURES

From the exercises done to warm up the body at the beginning 
of the session, choose some that have created a challenge for the 
group. Repeat them for 2 to 3 sessions.

MATERIALS USED

Not applicable. 

ELEMENTS TO CONSIDER 

Consistent activity in which repetition is beneficial for participants 
to gain confidence, autonomy and motivation, as well as to 
broaden their understanding of certain exercises.
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PRACTICE/ACTIVITY

DEVELOPING WRITING SKILLS, REFLECTIVE THINKING, AND 
DRAMATURGY CREATION. 

TOPIC(S)

Writing and reflection on the text and its connection to the 
choreography and themes addressed.

Voice work.

GUIDING PRINCIPLES

Working with the text aloud to hear how it resonates. Reflection 
on the words used. Arranging parts of the text in relation to the 
choreographies being worked on.

GENERAL OBJECTIVES

*  Refine the text of the show together.

*  Reflect on the coherence of the text.

*  Make decisions about the dramaturgy.

*  Imagine transitions.

Writing and 
dramaturgy
BY ALEXIA PAPANTCHEV, ARTIST / ROUGE ELEA / 
HENDAYE, BASQUE COUNTRY, FRANCE

* STEP 6. CONSTRUCTING AN ARTISTIC OBJECT
* STEP 7. PRESENTING
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PROCEDURES

The group is on stage, the atmosphere is friendly, we discuss 
throughout the session, we think aloud, each person makes 
decisions about the text and the words used, explaining their 
choices. 

MATERIALS USED

1 computer, paper, pencils.

ELEMENTS TO CONSIDER

The activity allows participants to learn about concepts and 
elements specific to dramaturgy.
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NAME OF PRACTICE/ACTIVITY

COLLECTIVE (SELF-)ASSESSMENT. MONITORING AND 
EVALUATION.

TOPIC(S)

Assess and adjust.

GUIDING PRINCIPLES

Practise horizontality and collective construction, taking into 
account participants’ opinions on the progress of the project.

GENERAL OBJECTIVES

*  Reflect on the development of the project and the 
participation involved. 

*  Reflect on compliance with the rules developed jointly, 
reflect on how teamwork has developed. 

*  Adjust necessary elements.

(Self-)
assessment
BY MARIA GILVANIA SILVA / CIES AND ISCTE-
LISBON UNIVERSITY INSTITUTE / LISBON, 
PORTUGAL

* STEP 8. REFLECTING AND (SELF-) ASSESSING
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SPECIFIC OBJECTIVES

*  Evaluate and materialise the work carried out.

*  Enhance the systematisation of the experience. 

PROCEDURES

Facilitation of the workshop divided into two moments, 1- Review 
of project expectations and 2- Final Evaluation.

As always, remember the mantra: “We are a group, a diverse 
body”.

The two moments take place as follows:

Everyone sits in a circle.

5 minutes to organise the start.

1 - REVIEW EXPECTATIONS AND COMPARE THEM WITH 
WHAT WAS ACHIEVED

Voluntarily, they should start talking about what they expected 
and what actually happened in the end. Ideally, everyone should 
speak, but if someone does not want to, this should not be a 
mandatory burden; it should be respected.

The idea is to encourage the systematisation of the experience, 
the evaluation of the process and a self-assessment of their own 
participation, reflecting on what they expected and what actually 
happened throughout the process. 

Duration: 20 minutes

2 - ANSWERING QUESTIONS (EVALUATION)

This is a final evaluation.

It can be done in the form of evaluation questionnaires, or each 
question can be asked separately, written in advance, with space 
for answers and handed out separately to participants. Written 
answers should be placed in bags for each question. This makes 
the session more dynamic.

Remind them that the answers are anonymous.

Write the fixed questions on the board or on a poster: What have 
we managed to build together? | To what extent has living this 
project experience transformed my life?

Would anyone like to share an answer to these questions?

If there is interest in sharing, allow 5 to 10 minutes for this.

Then hand out an evaluation sheet.

On the project evaluation sheet, there is no need to share 
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anything, just write.

The evaluation should be anonymous.

The questions could be:

1. In this project, I learned that... 2. There are moments... 

3. Some things surprised me, such as...

4. For me, participating in this project was...

5. On a scale of 0 to 10, my score for the project is...

6. On a scale of 0 to 10, to what extent do you think this project 
changed me...

Now in numbers. 

7. On a scale of 0 to 10, my rating for the project is...

8. On a scale of 0 to 10, how much do you feel this project has 
transformed me... 

And about the charter of principles:

9. On a scale of 0 to 10, how much do you believe the charter of 
principles was followed? (Write the number that corresponds 
to your rating, if necessary, justify in a few lines why you gave 
that rating).

Put everything in an envelope. When you are finished, hand it 
in and sit down.

Duration: 15 minutes

Outcome: End the session with an excerpt from a book, a memory 
of a special moment, printed photos to take home, etc. It can be 
choosen what is more relevant to the group.

MATERIALS USED

Various physical objects, papers, post-it notes, sheets, lines, signs, 
etc. 

Paper, pen, envelope, blackboard.

Records of initial expectations, set at the beginning of the project 
(if any).

Pre-printed evaluation forms.

Field notebook for recording information, among other items 
deemed necessary by the facilitator.

Recorder, mobile phone to record and photograph the session 
and results.

NOTE: this meeting can be festive; it can arrange a group snack with 
the class, bring food, listen to music, decorate the room, etc.; it depends 
on what is agreed and the availability at the institution.

MICRO-PEDAGOGIES



86

ASSESSMENT

The activity tends to have better results if students have time to 
reflect on the process to promote a better systematisation of the 
experience.

Avoid doing this immediately after the presentation of the 
creation; doing it a few days after the event may be more 
beneficial.

OTHER INFORMATION

Depending on the age of the class, it may be difficult to ensure 
interest in participating in a verbal and written evaluation. 
Engagement should be built throughout the process and the 
space should be as comfortable and safe as possible for the 
evaluation to take place.

It is important to conduct the self-evaluation with all those 
involved in the project, even though the evaluation formats may 
vary among the group.
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This Hand Book is just one of many approaches to the relationship 
between art and learning. It is important to take it as a Handbook that 
coexists with many other perspectives. 

Below are some of these perspectives, without any claim to 
exhaustiveness. May they lead to others, and others, and others...

*  Caderno Criar Coragem (Creating Courage Notebook) - https://
artandparticipation.com/page33.html

*  Communisms to Come - https://www.macba.cat/es/
publicaciones/comunismos-por-venir-2/

*  La Reunión en los Campos Estrellados  - https://journal.
platoniq.net/es/wilder-journal-2/stories/decisionmaking-unnaming-
deliberative/

*  School of Creativity and Democracy - https://journal.platoniq.
net/es/wilder-journal-2/futures/escuela-creatividad-democracia/ 

*  Little School for Boomers - https://hamacaonline.net/projects/
escoleta-per-a-boomers-programa-educacio-invertida/ 

*  Fossil Aesthetics - https://esteticafosil.csic.es/

*  Platoniq - https://platoniq.net/es/home/

*  Red Planea - https://redplanea.org/proyectos/

*  Ser (una isla. Expanded theatricalities in school, by Isis Saz - 
https://blog.uclm.es/artea/2018/06/15/ser-una-isla/

*  Wicked Arts Assignments - https://www.wickedartsassignments.com/

*  10x10: Essays between art and education - https://gulbenkian.pt/
publications/10x10-ensaios-entre-arte-e-educacao/
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We conclude this Hand Book with the account of Xullaji, an artist, 
rapper, sound engineer and activist, who proposes rethinking the 
school as a workshop. Xullaji reflects on the modes of operation 
that exist in schools and art, their times, forms and “purposes”, 
and the ways in which art could contribute to schools, with a view 
to achieving a more meaningful and less utilitarian education.
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School as a 
workshop, Xullaji

Yesterday I was with my art teacher and we spent an hour looking 
at a tree. He said: you can choose to draw this tree just by its 
outline and make a poor, two-dimensional drawing, or you can 
look at it long enough, with enough attention, to give us the 
rhythm, the time, whether the tree is concave, convex, whether 
the lines are upwards, whether they are perpendicular, and so on. 

So, for me, if school wants to be that space of time, of 
contemplation, it has to be the stage and not the staging, not 
the text. It has to be the studio, but not the music. It has to be 
the wall, but not the graffiti. It has to be the museum, but not 
the painting. 

And what the school wants to give its pupils is the painting, the 
staged play, the music that has been made. Because I believe in 
school, because I believe in public school, I believe in popular art, 
I think the two are deeply related, but the school has to want to 
be plasticine, it has to want to be clay, and not already a ceramic 
piece, already put in the oven. 

That is why these projects that come from outside must 
also maintain this connection with the school, but for me, 
institutionalised art is also an art that serves the regime more 
than it serves the people. Because it is a determined art, and it 
is an art that often aims to echo what the regime wants to echo. 
And art often has that role too. So this is capitalist art, this is art to 
serve. This is the kind of art that will disappoint your expectations 
and dreams, because it will not allow you to grow as a person. 
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If the school becomes a workshop, the workshop is just that, 
it’s just there to have the tools and not the project. The project 
belongs to the people, the project belongs to the students. 

When we have this political ideology increasingly being passed 
on to 2D, it is art, it is critical thinking that allows us to look 
at a 12-second TikTok telling a lie and say, no, I think there is 
something else behind it. I don’t think this is true. Because I have 
tools, I have critical thinking that allows me to say that this here 
is not blue. This is another colour that I still have to understand. 
Maybe it’s turquoise, or maybe it’s green, or maybe it’s yellow 
and they’re telling me it’s blue. Because that’s the possibility we 
have to have. It’s the possibility to contest, it’s the possibility to 
question, it’s the possibility to reflect. 

School only gives you time to understand the outline. It doesn’t 
give you time to understand the texture of the tree, the relief: 
whether it’s 3D, whether the branch went there, whether it came 
here, what the back wall is. It’s just dumping. Dumping. Dumping. 
And the kids leave school overwhelmed. They arrive home 
overwhelmed, saying “I can’t do it. I just want to sleep.” And that 
makes it impossible, for me, for school to be a space for creation. 

Art is a war of the senses for everyone. And because this system 
has taken over sound, image, touch and all our other senses (and 
taken them over in the sense that it is constantly selling us ideas 
and products), it is up to us to do one thing, which in the words 
of Augusto Boal, playwright, is called the war of the senses. We 
must reclaim the word, reclaim sound, reclaim image, reclaim 

our bodies, which are imprisoned in transport, in educational 
institutions, in work institutions. We must reclaim the possibility 
of becoming artists again. And being an artist here means being 
a thinker. Boal said that any decent play takes two years to make, 
from the time it is conceived to the moment it goes on stage, 
precisely because the result is irrelevant. Art is almost entirely in 
the process. It is all in the process.

Schools really have to break down walls, the visible ones, the 
physical ones, the invisible ones, those invisible ones between 
subjects and their outer walls, also to open up to the community 
or communities that exist, to open up to the artistic practices that 
exist in the community and that can enter and leave the school. It 
is essential that subjects speak. The mastery of words, of reading, 
of mathematics is the same thing, because when you study 
music, you understand that music is basically just a mathematical 
organisation of all the frequencies that exist in the air, and there 
are super interesting ways to rekindle interest in school or in 
particular aspects of school through this. But the subjects are 
at odds with each other, everything is very compartmentalised, 
they are talking about the same subjects. When talking about 
the French Revolution, for example, one must also talk about 
Haiti and its revolution, and this is not discussed in school. It is a 
monochromatic school. 

Schools also have this role of passing on something ethnocentric 
called History, a linear and pseudo-universalist view of History. 
One of the walls that schools have to break down is the 
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ethnocentric, patriarchal wall of understanding what History is, 
what stories are, and this is a brutal wall that schools do not want 
to break down. 

It is essential to think of school in 3D, as a workshop with tools 
that everyone can use.
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