
5EPRAE – 5th ENCOUNTER ON PRACTICES OF 
RESEARCH IN ARTS EDUCATION

9 – 10 FEBRUARY 2017



FBAUP: dEA — 5EPRAE 
Luís Castro Paupério 

2017.01.22 

Translation as a politic of potentiality; or, if translation constitutes itself as an aporia. 

Abstract 

Neste encontro, assumindo o caráter processual do trabalho, em corrente construção e 
reconstrução, tentarei articular a dimensão que a tradução, o ato de traduzir, pode ter, com 
conceitos que não só complementam esse ato, como serão também definidores desse 

mesmo momento ou movimento. A partir da oposição entre o que é do domínio do senso 
comum relativamente ao território da tradução e o que pretendo entender acerca desse 
mesmo território, tentando construir um plano de investigação e de pensamento —

demonstrando um movimento linear e tentando expor outro que é derivativo—, trabalho a 
partir de Jacques Derrida e Giorgio Agamben —com Paul Ricoeur como ponto de partida—, 
tentando oferecer a instigação de que a tradução poderá existir, ter a sua razão de ser, 

enquanto pensamento aporético. 

In this encounter, assuming the processual character of the work, in current construction and 

reconstruction, I will try to articulate the dimension that translation, the act of translating, may 
have, with concepts that not only complement that act, but will also be defining of that 
precise moment or those movements. Opposing what relies in the common sense of the 

territory of translation and what I intend to understand about that same territory, trying to build 
a plan of research and thought —demonstrating a linear movement and trying to expose 
another one which is derivative—, I work from Jacques Derrida and Giorgio Agamben —with 

Paul Ricœr as a starting point— trying to instigate that translation may exist, have its purpose, 
as an aporetical way of thought. 
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Translations 

In “Sobre a Tradução”, Paul Ricœur mentions two ways of accesing the consequences of the 
act of translating: one which is more constrained, as the verbal message in an idiom which is 

not the original; and another, wider, synonym for the interpretation of whichever signifying unit 
within the same community (Ricœur, 2005). As the consequence to an act, the translation. 
Translation is here evoked by Ricœur as a result, i.e., a thing which comes from another 

thing, a thing which springs back from something. I won’t be a fool to say a result is final, 
because it will always be questionable, but if this thing defines itself as a result, if a result is 
considered a result as such, we’re dealing with a concept that encloses an action. A result 

—as such— represents a limit. The original text and the translated text —the result— define 
the circumscription of a process between A and B, which from a logical point of view has a 
dimension of linearity, direct, something inscribed within the domain of efficiency. But is this 

result honest? For that matter, is this result a result as such? We won’t go on with this 
question, for now. 
This conception of translation is focused on translation as a consequence of a process and it 

is the notion of what translation can be within the common sense. Translation, in portuguese 
tradução, from the latin traductĭo,ōnis, means to carry in triumph. Translation, the english 

word, comes from translatio, in latin, which means to be carried across. There is a victory, a 
consequence to this. Be it as a triumph, as a success, as an arrival. It seems to me that this 
association may sit on the layer of superficiality because it doesn’t allow translation, or the act 

of it, to be anything else. So, starting from a beginning, it reduces itself to something which 
will eventually close down, interrupting itself by its own consummation. 
It’s not within this logic I intend to move myself, but rather contemplating translation as the 

process which has as a consequence that result; translation as the action of doing it. I’m not 
concerned with the triumph, but with what gets there. To not consider translation as the result 
of an analysis of an object, things or points of view, but as the act that fills the space 

between two objects, the scrutinized and the outcome of that scrutiny. 
I will try to explain: translation is a paradoxal action because it presumes the starting point 
and the finish line but does not define the lines between the two; there is a beginning, yes, 

where an object contains and evokes things, read by an interpreter who transfers these 
things to a different code aiming the same intelligibility. There is a message to be maintained 
and carried throughout a course. It’s precisely on this (these) movement(s) —non linear— 

that I want to put my hands, on this tottery swinging between one thing and the other, 
without one thing being exactly the other, even though it has to. On these tests of 
movements, these hesitant gestures, that mean to pull the correct string out of a million. We 

will get back to the swinging later on. 



Possibility within the Impossibility? 

A translation —as a result—, coarsely putting it, has as its purpose the mirroring of a 
situation, i.e., the ability to provide a correspondence to the first body —body, becasuse I 

would like to spread this discussion beyond the literary field. This means that the body which 
is the object of scrutiny has to be the same after it is scrutinized to be transformed into a 
diferent code. Isn’t this odd? That a thing which is scrutinized to be the same thing  

transforms into the same thing? How can one thing be another thing and yet the same? How 
can there be a transformation if one thing remains the same? I said coarsely because I doubt 
that the goal in discussion is precisely reachable, just as a translation is not. Reordering: how 

can one thing remain the same if it suffers a transformation? Let’s get back to the question: is 
translation a result as such? If the consequence of the act of translation is not to be one 
thing, being it, then translation isn’t just an outcome, it is the cause of the process which 

carries it to itself. 
Considering two distinct things, we consider a border between them, something which 
separates them making them autonomous in their meaning and consequently their 

comprehensibility. What separates them, defines them as well. Jacques Derrida uses the 
expression “limits of truth”, between quotation marks, to demonstrate two realities inherent to 

it; on the one hand considering the “limits of truth” as something indicative: “truth is precisely 
limited, finite, and confined within its borders. In sum truth is not everything (…) truth is finite 
(…) truth, it’s finished” (Derrida, 1993, p.1), on the other hand as a “law of a negative 

prescription”(Derrida, 1993, p.1): “the limits of truth are borders that must not be 
exceeded” (Derrida, 1993, p.1). With this passage, Jacques Derrida concisely defines a 
common aspect between these two realities: “In both these cases it remains that a certain 

border crossing does not seem impossible” (Derrida, 1993, p.1-2). Then, he mentions 
Cicero as being always “attentive to the crossing of borders between languages” (Derrida, 
1993, p.5). 

Let’s go back to our question: but what if we have equal things? The line betwen them 
doesn’t exist; they are the same and therefore coincidental. Their limits are coincidental. How 
can you cross a river when its sides are the same? If the translation intends to be what it is 

translating, how can it be another thing if not precisely that? In this impossiblity we can find its 
possibility: translate what is untranslatable because one thing cannot be another without 
transforming itself. Translation as an act occurs along the line, it defines its own limit because 

it doesn’t exist until that moment. If the translation is possible, it is so through itself, through 
the same act it implies and that’s why the act of it becomes an aporetic thought and the 
outcome of it an aporia: translation, as such, is impractical being that “the best translation 

possible is the best translation possible” (Derrida, 2001, p.179). If it is circumstancially, it 



cannot be absolutely. The translation will always be a quasi-translation. These tests of 

movements, these hesitant gestures, that mean to pull the correct string out of a million 
strings, this swinging looking for something which is yet to come, can mean something more, 
can enable the crossing, the endless experience of the aporia contains in itself the possibility 

of translation. 

The Place for Potentiality 

Let’s focus, for now, on Giorgio Agamben and his texts regarding the concept of potentiality. 
Analysing Aristotle, Agamben defines two kinds of potentiality. First, one generic, seen in a 

binary relation in relation to what updates itself, i.e., potentiality is potentiality precisely 
because it is not updated in the world. A child has the potentiality for learning, so that 
potentiality’s expected to be developed in a particular way: this process implies a change 

and it’s that change, shaped as its annunciation, which defines the child’s potentiality 
(Agamben, 2000). 
The child, under this binary logic, has the potentiality to something which is expected from it. 

A previously stipulated update. It implies the beginning of a dimension, of a knowledge, and 
its very own demise. The update suffices itself, obeying to this binary logic, of efficiency, 

complying with itself. It closes a cycle, it destroys the place of potentiality. There is an 
expected outcome and it’s expected that this outcome fills the space of what lacks the 
subject. It’s a dual logic of being able to, and not being able to. Therefore, it seems to me 

that —like what was mentioned regarding translation as a result— that this association can sit 
on the layer of superficiality. It is a linear process, supported on predictability. 
It is, however, the other kind of potentiality that I intend to consider as of relevance towards 

translation: to have a privation. Beyond being able to or not being able to, being able to not. 

A Friend 

Now, returning to Derrida’s point, and to close my suggestions for the subjects to be 

discussed, that “the best translation possible is the best translation possible” (Derrida, 2001, 
p.179): this is the almost everything. The best possible is indeed the best possible, it is 
something which is circumstancial, not absolute, it is the closest. The most similar without 

being it. I would like to focus now on Giorgio Agamben’s text regarding the Friend —“O 
Amigo” as it is called in its translation to portuguese, which is the one I’m considering— 
where he intimately connects friendship to the definition of philosophy (Agamben, 2015). 

Even more particularly: the passage regarding Giovanni Serodine’s painting, “Il commiato dei 
santi Pietro e Paolo condotti al martirio”; Agamben considers that the singularity of this 



painting relies upon the way Saint Peter and Saint Paul are pictured: facing each other so 

closely that it is impossible for them to see each other, impossible for one to recognize the 
other if to recognize someone depended solely on sight, holding each other’s hands —a 
detail in the painting which is more discreet, contributing to the intimacy in the moment. 

Agamben considers this painting as a perfect allegorical representation of friendship 
(Agamben, 2015). I would like this situation of extreme proximity to not be forgoteen. But we 
will get back to this later. 

In the text, Agamben analyses a particular passage from Aristotle, commenting it in parts.  
Six, to be precise. There are three thesis that Agamben enounces, from Aristotle, that I would 
like to bring up: there is equivalence in being and in living, in feeling one’s own existence and 

feeling one’s own life; within that feeling of existence there is another feeling: co-feeling the 
friend’s existence; and that the friend is another self (Agamben, 2015). If one is what one is 
and what one lives and if it is possible to share what one is with another, then this other is 

someone who bears what one lives and what one is. This other carries the self. So this other 
is the self without being it, otherwise it would be one and the same, which is not. The self 
and the other, when in a relationship of friendship, are close to each other, as close as close 

can be. Like Peter and Paul, so close it would be impossible for one to set a difference 
between his own feelings and the other’s feelings. They carry the same existence, although 
they are not a singular self. They share, or better, they partake of the same —as they eat and 

drink the same. 
So where does this put us in front of the translation? Jacques Derrida wrote: “I don’t know 
how, or in how many languages, you can translate this word lécher when you wish to say 

that one language licks another, like a flame or a caress.” (Derrida, 2001, p.75). He closed a 
paragraph with this, using the french verb lécher —to lick— as a metaphor for what is 
meaningful to him in his activities, as they are meaningful in the “proof of translation” (Derrida, 

2001, p.75), and for his love for the word. 
“(…)only in the body of its idiomatic singularity, that is, where a passion for translation comes to lick it as a flame or an 

amorous tongue might: approaching as closely as possible while refusing at the last moment to treaten or to reduce(…) 

leaving the other body intact but not without causing the other to appear(…) after having aroused or excited a desire for 
the idiom, for the unique body of the other, in the flame’s flicker or through a tongue’s caress.” 

DERRIDA, Jacques (2001). What is a “Relevant” Translation? in Critical Inquiry 27 (174-200).!

I would like to reflect upon this approach: it is more than an approach as there is a contact. 

Therefore it is not an approach, it may be the closest thing to an approach, but not an 
approach. To lick with one’s tongue, as ethereal as it may be, implies a contamination. This 
small, ever so slight touch, separates a relationship of friendship of something else. The other 

self and the self become coincident even if only at a small point. This point is where the 
translation stops being what it is and becomes something else. Or does it? 
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ABSTRACT 

This paper discusses the augmentation on an acoustic instrument, the 
saxophone in two layers of possible augmentation. Augmented 
instruments are acoustic instruments that are prepared and mounted 
in order to provide extra sonic controls and variables. The first layer 
of augmentation is directly connected to the instrument while the 
second layer is connected to the instrument and the performer itself. 
The use of this second layer of augmentation, through reactive and 
interactive systems, can be used in order to create a role in musical 
communication and creation, as their musical meaning are processed 
by the listener at the same time as they caracterize and distinguish 
performers. Gestures seem to act as metaphors, which can be 
associated with endless things and originate multiple meanings. It is 
explored, as well, how this system can serve for the recovery and 
recasting of pieces using electronics and external devices.  

Author Keywords 
Saxophone, Augmented Instrument, Gestural Interaction, Live 
Electronics  

1.INTRODUCTION 
This augmented system for saxophone was motivated by the need 
to perform pieces with a common aesthetic whiten using electronic 
means. These pieces share the need for control devices in order to 
be performed. The repertoire for saxophone and electronics is 
growing in a huge scale, from pieces using stomp boxes or control 
pedals for different triggering or fading, to pieces requiring the 
manipulation of knobs. These controllers, by their nature devices 
that separate sound production (synthesis) and performer gesture 
(control), have subsequently generated an increased interest in the 
study of compositional mapping strategies for computer music [4]. 
From our experience, we conclude that the act of controlling 
external devices while performing an instrument is changing 
completely traditional performance practice, contributing to new 
performative gestures and virtuosity.  This system was thought, in 
first instance, to solve problems on the performance of existing 
pieces, reducing external activity from the act of manipulating the 
saxophone. Focusing all activity of performing a piece on the 
instrument, like in a classical musical situation, relates directly to 
tradicional performance practice. One aspect that we like to 
highlight is that this systems can be applied to any saxophone, the 
concept allows this augmentation kit to be placed in the sopranino 
or in the baritone saxophone. If the work started with the idea of 

problem solving regarding to existing repertoire, new repertoire and 
improvisational performance led to the development of an hybrid 
system including the Myo armband as a sensor of involuntary 
gestures, giving musical signification to personal playing position 
and muscle beaviour. This system can be divided in two devices, 
one attached to the saxophone and another to the body of the 
performer. The second device is considered, in our perspective, an 
holistic extension of the first.  

The term augmented in this article is defined as “the addition of 
several sensors, providing performers the ability to control extra 
sound or musical parameters”. NOTE We further define augmented 
instrument as an interface comprising sensors that capture gestures 
for controlling digital effects and synthesis. The term gesture is 
generally defined in this article as “any human action used to 
generate sounds. The term refers to actions such as grasping, 
manipulation and non-contact movements, as well as to generate 
voluntary body movements” [6]. 

2.Background 
In contemporary music aesthetics, the saxophone is one of the 
instruments with more production of repertoire written for. Mixed 
works are raising new possibilities for extending the timbral range of 
acoustic instruments, the harmonic richness sound of the saxophone, 
lends itself well to endless transformations [5]. 

Notable attempts at augmenting the saxophone have sacrificed that 
actual acoustic instrument sound for MIDI control possibilities. The 
Synthophone, considered one of the firsts MIDI saxophones, tried to 
preserve the tactile interface of the saxophone but not its acoustic 
sound, making the saxophone body being used only for the housing 
of the electronics. Some other models preserved both the electronics 
and acoustic sound of the instrument, as it´s the case of Burtner´s 
Metasaxophone. Preserving the same instrumental gesture, where 
one gesture accounts for one musical function, taking in 
consideration breath pressure, lip pressure and key values, are being 
created new electronic instruments [3], one of these instruments is the 
Akai´s EWI 5000.  

Another case of an attempt to augment the saxophone was 
experienced recently be Henrique Portovedo performing with 
SAMPO. This system developed by Alexander Mihalic, an 
electroacoustic system with eight pedals that allows musicians to 
access the signal processing parameters and control in real time 
through gestures with the purpose of giving musicians an effective 

mailto:pflopes@porto.ucp.pt


way to produce live electronics, exploring the linear relation between 
gesture and electronic effect. Like explored in the introduction of this 
article, the act of playing an instrument at the same time as 
controlling eight volume pedals contributes largely for a new 
dimension of performance behaviour, resulting on a large amount of 
external performative gestures. All of these augmented instruments 
didn´t considered the existence of involuntary movements caused by 
personal playing position or technical physicality.  

3.Gestures and Sensing  
Augmenting an acoustic instrument places some limitations on the 
designer´s palette of feasible gestures because of the performance 
gestures and existing mechanical interface which have been 
developed over centuries of acoustic practice. A fundamental 
question when augmenting an instrument is whether it should be 
playable in the existing way: to what degree, if any, will 
augmentation modify traditional techniques? The goal, according to 
our definition of “augmented”, is to expand the gestural palette [7]. 
The use of nonstandard performance gestures can also be exploited 
for augmentation and is, thus, a form of technique overloading.  

It seems straightforward to define musical gesture as an action 
pattern that produces music, is encoded in music, or is made in 
response to music.  
The notion of gesture goes beyond this purely physical aspect 
in that it involves an action as a movement unit, or a chunk, 
which may be planned, goal directed, and perceived as a 
holistic entity [2].  

Movements used to control sound in many multimedia settings 
differ from those used for acoustic instruments.  
For digital electronic instruments the link between gesture and 
sound is defined by the electronic design and the programming. 
This opens up many possible choices for the relationship 
between gesture and sound, usually referred to as mapping. The 
mapping from gesture to sound can be fairly straightforward so 
that, for example, a fast movement has a direct correspondence 
in the attack time or loudness of the sound. However, with 
electronically generated sounds it is also possible to make 
incongruent, “unrealistic” links between gesture and sound.  

The gestural control of electronic instruments encompasses a 
wide range of approaches and types of works, e.g. modifying 
acoustic instruments for mixed acoustic/electronics music, 
public interactive installations, and performances where a 
dancer interacts with a sound environment. For these types of 
performances and interactions the boundaries between, for 
instance, control and communicative gestures tend to get 
blurred. In the case of digital interactive performances, such as 
when a dancer is controlling the sound produced, there is very 
litle distinction between sound-producing gestures, gestures 
made, or accompanying movements. To give enough freedom 
to the performers, the design of the interaction between sound 
and gesture is generally not as deterministic as in performances 
of acoustic music.  

4.Notation   

4.1.Existing Repertoire  
As examples of repertoire that we are using this augmentation 
system, we just have space here to mention two different pieces 
among several. Sax-Blue (Concerto Para Saxophone e Orquestra, 
1996), for sopranino and alto saxophone and live electronics was 
composed in 1982 and dedicated to the saxophonist Daniel Kientzy. 
Originally was composed for an electronic system including a Korg 

Stage Echo 500 (SE500) tape delay and a Korg S-2 Dual Footswitch. 
The performer was asked to manipulate the Korg SE 500 during 
performance, either directly or with the foot switch NOTE(Sousa 
Dias 2009). Mappings were created in order to fulfil all the 
performative requisites of using both Korg devices emulated on a 
max patch. Specially here, the ribbon and pressure sensors were 
extremely important.  

Another piece that serves as example of existing repertoire is 
NUMB. The piece was written for Henrique Portovedo by Igor Silva 
and premiered in 2015. This piece for Baritone Saxophone and 
Electronics was a commission for the SaxOpen, World Saxophone 
Congress in Strasbourg that took place in July of 2015. The 
performed is in charge of the control of each section of the piece 
being divided in 115 small parts. Each part was triggered with a foot 
pedal associated to a Max/MSP patch. Having so much fragments to 
be triggered in order to keep the precision very accurate, we find that 
this piece need a high level of external device control at the same 
time as the saxophone part is itself very demanding. With the 
augmentation system, one trigger button on the saxophone proved to 
be a problem solver.  

Image 1. Notation Example  

4.2.New Repertoire  
While new repertoire is being created, notation issues are very much 
dependent of the composers preferences for the use of devices and 
sensors. For sure, expressive notation will be represented with 
symbols and graphics very much like the pieces performed with 
SAMPO.  

Image 1. Notation Example from SAMPO

!  

5.Technical Specifications  
In this first version, the communication between the Arduino and the 
computer is programmed through Serial Port using USB protocol. 
This communication sends all the MIDI commands. The computer 
runs a Node.js program that simulates one MIDI port and every time 
it receives data from the USB port, it sends that data to the virtual 
MIDI port.  



Table 1. MIDI Message Reference 

In terms of hardware, we are using, attached to the saxophone one 
Arduino Nano processing information from one ribbon sensor, one 
keypad, one trigger button, one accelerometer, one gyroscope and 
two pressure sensors. One of the pressure sensors is located on the 
saxophone mouthpiece in order to sense the teeth pressure when 
blowing. Taking in consideration that this systems is not a final 
systems, but a prototype, we are in the process of substituting the 
Arduino Nano for one ESP8266. The communication between the 
sensors and the processor will become Wifi. This will allow much 
performance freedom to the performer.   

Image 2. Sensors to be played with the right thumb finger

!  

Most of the sensors (ribbon, trigger, pressure) are distributed between 
the two thumb fingers. This proved to be very efficient once that the 
saxophonist don't use very much these fingers to play an acoustic 
saxophone. This allowed as well very precise control of the 
parameters assigned to the sensors. 

 All mappings are programmed in Max/MSP, and composers or 
improvisors, due to the advantage of the data from the sensors are 
already filtered to MIDI can make signal processing according to 
their personal preferences. Due to the dissemination of DAWs 
intended for live performance, Ableton Live allows automatic MIDI 
learning to control instances of the software.  

The second device for augmentation used in the system, the Myo 
armband is consider an optional or second layer to the augmentation 
process.The communication between the device and the computer is 
based on the bluetooth protocol.  In this case, the mappings are based 
on Myo object for Max/MSP written by Jules Françoise. The creation 
of mappings using an application sold by Thalmic Labs are also 
possible, specially if using a Daw like Ableton Live. The myo 
armband can send data from an Accelerometer, Gyroscope, the 
orientation of the Quaternions and from eight Electromyograms.  

Just analysing the behaviour of Myo in the normal position to 
perform the different saxophones we collect different values of data. 
This is an enormous potential to characterise involuntary gestures, 
depending of each saxophone is played.  

Image 4. MYO Armband in normal position to play the  
saxophone 

!  

Image 5. MYO Armband data according to different saxophone 
in normal playing position

!   

5.Future Work 
This augmentation system is in its natural development process. 
While it has been used as a device for improvisation, pieces to 
different compores were being commissioned. This pieces can 
contribute for adding or changing sensors  or mappings. At this point 
the use or not of the second gestural layer (Myo armband) is optional. 
The use os the two layers for augmentation are part of a bigger 
project, a project that intends to create an immersive experience. For 
that, an application for public participatory experience is being 
developed, while more repertoire is being written for the device.  

6.Conclusions  
The first benefit of this augmentation system is the possibility to 
recover and recast pieces written for other systems to produce 
electronics that are already outdated. This possibility adds focus to 
the performance, once that the saxophonist can concentrate all 
efforts on his main instrument. On the other side, The outcomes of 
the experience suggest that certain forms of continuous multi 
parametric mappings are beneficial to create new pieces of music, 
sound materials and performative environmentsThe different 
instruments, even from the same instrumental family produce 
different involuntary gestures under the same performance 

Type Parameter Parameter Parameter

noteon note [0-127] velocity [0-127] channel [0-15]

noteoff note [0-127] velocity [0-127] channel [0-15]

CC controller [0-127] value [0-127] channel [0-15]

pitch value [0-16384] channel [0-15]



conditions. Traditional music instruments and digital technology, 
including new interfaces for music expression, are able to influence 
and interact mutually creating Augmented Performance 
environments.   
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A voz submersa.

Ou,

De como o silêncio perdeu a sua voz.

Performance- conferência

Mário Azevedo – Palavras e silêncio
Bruno Pereira – Voz e simulacro

Keywords
Silêncio; ouvido nómada; voz metafórica

Voz-palavra. Voz-silêncio.
Grito-cacofonia. Sussurro-pensamento.
Som-silêncio. Branco-Preto.
Cinzento. Vermelho.
Garatuja. Linha. 

Em cena, num exercício aparentemente cinestésico e claramente osmótico, o conferencista 
transfere o seu dizer para a voz do performer confirmando a existência de um deslocamento de 
sentido(s).
Quer um, quer outro, têm em mente atreverem-se a expressar um entendimento quasi-comum 
sobre o que é pensar o mundo através do ouvido-pensamento e da voz-declaração, numa 
excitante proposta de imaginar e presenciar o nascimento de um novo órgão humano – a voz-
orelha -, esse sim, capaz de operar dissensos sobre o que ouvimos, o que dizemos, o que vemos e o 
que temos pela frente. 

Esse parto, no sentido arendtiano de potenciar a criação, coloca a hipótese de tornar a voz e a fala 
humana enquanto elementos fundamentais para que cada um de nós se possa assumir como 
parceiro efetivo e próximo da celebração que o enigmático audível exerce sobre nós.
Aqui chegados, podemos problematizar um modo de pensar o (re)aparecimento da musilíngua, ou 
a Ur-língua de antanho, como se nos pudéssemos (re)visitar a nós mesmos, e sonicamente, fazendo 
uso pleno do nosso “velho” nomadismo.

Regressando:
Sendo o mundo da fala um cosmos onde o ser nos permite dizer ao que vamos – que nos põe fora de 
nós - e, sendo o mundo da orelha um universo que se materializa  em nós, será possível 
imaginarmos uma voz-orelha osmótica – sem fora nem dentro – um órgão apto a tornar-nos a 
todos mais capazes de compormos – é exatamente disso que se trata – um exercício sobre a 
dilatação da autoconsciência? Ou, um exercício sobre o ser em devir permanente?

É aqui que conferencista e performer se deixam conduzir a um heideggeriano estado de aphesis – 
de se deixarem ir, de se auto-proporem a um estado de vir a ser – potenciador de indeterminações e 
de dilatações, essas sim, promotoras de um qualquer gesto criativo.
Emergindo dos escombros do ruído atual, a conferência-performance procurará pôr em evidência o 
silêncio, na sua autenticidade, e nas suas múltiplas dimensões, como a “medida” ontológica 
predisposta a descobrir um possível estatuto poético para qualquer homem.

Serão citados Vergílio Ferreira, John Cage e Giorgio Agamben numa tripla conquista de um silêncio 
de dimensão ontológica, enquanto oposição ao simulacro com que os homens se puseram a viver e 
enquanto ensaio sobre a liberdade de criação.
Tentar-se-á pôr em cena, à laia dos landays cantados em segredo pelas mulheres afegãs, a ideia de 
que a voz-orelha é sobretudo o caminho para os sons se cumprirem em nós. Nomadamente… sem 
fronteiras e com novos mapas nunca antes realizados.
A conferência-performance terá um tempo de maturação próximo dos 30 minutos.



The submerged voice.
Or,
How silence has lost its voice.

Performance- Conference

Mário Azevedo – Palavras e silêncio Words and silence
Bruno Pereira – Voz e simulacro Voice and simulacrum

Keywords
Silence; Nomadic Ear; Metaphorical Voice

On stage, in a seemingly kinesthetic and clearly osmotic exercise, the speaker transfers his words to 
the voice of the performer confirming the existence of a displacement of meaning (s).
Both have in mind, the will of daring to express a quasi-common understanding of what is to think 
the world through the ear-thought and voice-statement, in an exciting proposal to imagine and 
witness the birth of a new human body organ - voice-ear - this yes, capable of operating 
disagreements on what we hear, what we say, what we see and what lies ahead.

This birth, in an Arendt perspective that fosters the creation, considers the hypothesis to make the 
voice and human speech as fundamental ingredients so that each one of us see himself as an 
effective partner and part of the celebration that the audible enigmatic exerts on us.
Having said so we may establish a causal link with the (re)emergence of the Ur-language of the past, 
as we could (re)visit ourselves, and sonically, in the Pleistocene.

Coming back:
Considering the spoken world as a universe that allows us to state our objectives, that puts us 
outside of ourselves; considering the earing world materializing itself inside of us; May we imagine 
a voice-ear – one inside and one outside -, an organ able to make us all better able to compose an 
exercise on the expansion of self-consciousness? 

This is where lecturer and performer are led to a Heideggerian state of aphesis - to loosen 
themselves and propose a self state of becoming - enhancing indeterminacies and dilations, these 
truly promoters of the creative gesture.

Emerging from the debris of nowadays noise, the conference-performance seek to highlight the 
silence - in its many guises - as a human dimension predisposed to discover a potential poetic 
status for any man.

Will be cited Vergílio Ferreira, John Cage and Giorgio Agamben on a triple conquest of silence as 
opposed to the simulacrum in which men set themselves to live and as essay on freedom.
It will try to stage - like the landays sung in secret by Afghan women - the idea that the voice-ear is 
a path to the sounds that become alive in us. In a nomadic way...

Voice-word. Voice-silence.
Yell-cacophony. Whisper-thought.
Sound-silence. White-Black.
Gray. Red.
Scrawl. Line. 

Agamben, Giorgio. (2015). O Aberto - O Homem e o Animal. Lisboa: Edições 70.
Adorno, Theodor. (2001). Minima Moralia. Lisboa: Edições 70.
Castarède, Marie-France. (1991). A voz e os seus sortilégios (M. J. V. Figueiredo, Trans.). Lisboa: 
Editorial Caminho.
Cage, John. (1961). Silence. Middletown: Wesleyan University Press.
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Since 1996 he is teaching at ESMAE/IPP where is, currently, vice-president.
He is a PhD student at Art Education in FBAUP and member of NIMAE/ i2ADS where cultivates a 
deep attention through Art Education, Aesthetics and Contemporary Philosophy.
The key-words of his work – silence, world, birth, unhappy-hear, nomadic-ear, open and 
indeterminacy – shows ruptures of sense in the contemporary world.
His family is his locus amoenus, plays lute in silence and particularly likes Hildegard of Bingen and 
Josquin Desprez, Hans Memling and Thomas Hischhorn, Gustav Mahler and John Cage, Steve Reich 
and Toumanie Diabaté, Vergílio Ferreira and Paul Celan, orchids and old vines. 

Bruno Pereira (1978) 
brunopereira@esmae.ipp.pt 
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He is a singer and performer. 
Teacher at ESMAE/IPP he is concluding his PhD in FBAUP. He is member of NIMAE/i2ADS. 
His research has its focus in the system voice/body/thought that achieves its physicality through 
interdisciplinary performance and improvisation. Time and space play a multidimensional and 
tensional role in his work.
His journey starts with the lyrical approach of the voice and hopefully never ends in the exploration 
of the voice as instrument of the body and as vehicle of thoughts. 
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Marta	Ornelas	

YOUNG	PEOPLE	AND	CONTEMPORARY	ART	MUSEUMS	IN	A	POSTMODERN	ERA	

	

	 Abstract	

	 My	 research	 is	 about	 the	 various	 kinds	 of	 relationship	 between	 young	 people	 and	 museums	 of	

contemporary	art,	mediated	by	school.	The	theoretical	frame	is	situated	on	social	constructionism,	from	a	

postmodernist	 perspective.	 Through	 a	 qualitative	 approach,	 I	 explore	 ideas	 connected	 with	 the	 critical	

museology	and	the	critical	pedagogy.	

	 Through	 this	 research,	 it	was	possible	 to	 find	out	 that	 young	people	 claim	 for	more	participatory	

practices	 than	 those,	 traditionally,	 school	 and	museums	offer	 them.	 The	 compliance	with	 the	 curriculum	

and	the	programmatic	impositions	of	museums	are	constraints	to	the	creation	of	pedagogical	relationships	

between	museums	and	schools.	Moreover,	the	legitimacy	of	teaching	is	still	very	focused	on	teachers	and	

on	museum	educators,	while	students	are	assigned	to	an	essentially	subordinate	role.	It	 is	the	school	that	

learns	 from	 the	museum,	 and	 very	 rarely	 are	 created	 opportunities	 for	 the	museum	 learn	 from	 school.	

However,	 the	 way	 teachers	 and	 museum	 educators	 face	 knowledge,	 learning	 and	 contemporary	 art	 is	

crucial	 to	 the	 way	 students	 learn.	 If	 young	 people	 are	 given	 a	 participatory	 and	 authoring	 space	 in	 the	

relationship	 with	 the	 museum,	 they	 will	 create	 alternative	 proposals	 for	 macro-narratives,	 whether	 this	

ones	come	from	museums	or	even	from	the	traditional	school	itself.	

	

	 Resumo	

	 A	 minha	 investigação	 versa	 sobre	 diversos	 modos	 de	 relação	 entre	 jovens	 e	 museus	 de	 arte	

contemporânea,	 mediados	 pela	 escola.	 O	 enquadramento	 teórico	 situa-se	 no	 construcionismo	 social,	 a	

partir	de	uma	perspectiva	pós-modernista.	Através	de	uma	abordagem	qualitativa,	exploro	ideias	ligadas	à	

museologia	crítica	e	à	pedagogia	crítica.	

	 Através	 desta	 investigação,	 foi	 possível	 verificar	 que	 os	 jovens	 reclamam	 por	 práticas	 mais	

participativas	do	que	aquelas	que	tradicionalmente	a	escola	e	os	museus	lhes	oferecem.	O	cumprimento	do	

currículo	 e	 as	 imposições	 programáticas	 dos	museus	 constituem	 constrangimentos	 à	 criação	 de	 relações	

pedagógicas	entre	museus	e	escolas.	Além	disso,	a	legitimidade	para	ensinar	está	ainda	muito	centrada	na	

figura	do	docente	ou	do	educador	de	museu,	enquanto	aos	alunos	é	atribuído	um	papel	essencialmente	

subordinado.	É	a	escola	que	aprende	com	o	museu,	sendo	muito	raramente	criadas	oportunidades	para	que	

o	museu	aprenda	também	com	a	escola.	Contudo,	a	forma	como	as	professoras	e	as	educadoras	de	museu	

encaram	o	conhecimento,	a	aprendizagem	e	a	arte	contemporânea	é	determinante	para	o	modo	como	os	

estudantes	 aprendem.	 Se	 aos	 jovens	 for	 dado	 um	 espaço	 participativo	 e	 de	 autoria	 na	 relação	 com	 o	

museu,	 isso	permitirá	 a	 criação	propostas	 alternativas	 às	macro-narrativas,	 sejam	estas	provenientes	dos	

museus	ou	mesmo	da	própria	escola	tradicional.	



	

A	BRIEF	APPROACH	TO	MY	RESEARCH	

	 My	research	is	about	with	the	relationship	between	young	people	and	museums	of	contemporary	

art,	 with	 the	 school	 as	 a	 bridge	 for	 this	 relationship.	 These	 are	 young	 people	 who,	 at	 the	 time	 of	 the	

fieldwork,	attended	the	3rd	cycle	in	schools	of	the	Lisbon	district	and	had	between	12	and	15	years	old.	The	

museums	 were	 also	 located	 in	 the	 Lisbon	 district.	 I	 started	 from	 the	 following	 question:	 how	 are	

pedagogical	relationships	built	between	schools	and	museums	of	contemporary	art?	

	 In	 the	 postmodern	 context,	 I	 did	 this	 research	 through	 a	 qualitative	 approach.	 My	 choice	 for	

understanding	specific	realities,	attaching	importance	to	personal	narratives,	from	a	subjective	perspective,	

is	 grounded	 in	 social	 constructionism.	 To	 assume	 reality	 as	 a	 social	 construction	 is	 also	 to	 assume	 that	

museums	are	institutions	created	according	to	socially	established	purposes	and	that	operate	according	to	

social	 conventions	 that	defend	particular	 interests	 (Duncan,	 2004).	 In	order	 to	question	 the	narratives	of	

museums,	I	use	the	theories	of	critical	museology.	

	 To	 understand	 the	 practices	 that	 take	 place	 in	 schools,	 I	 use	 ideas	 of	 the	 critical	 pedagogy	 and	

dialogical	 pedagogy.	 Critical	 pedagogy	 finds	 different	 approaches	 according	 to	 the	 authors	 who	 use	 this	

concept.	While	attributing	to	critical	pedagogy	the	common	goal	of	social	justice,	these	definitions	may	be	

more	radical	or	softer,	but	one	of	the	fundamental	goals	of	critical	pedagogy	is	to	teach	students	to	believe	

that	democracy	 is	convenient	and	possible	(Giroux,	2008).	 In	another	perspective,	dialogic	pedagogy	aims	

to	 involve	 students	 in	 participating,	 exploring	 multivocality	 (Dyshte,	 Bernhardt	 and	 Esbjørn,	 2013).	 The	

pedagogical	positioning	that	uses	dialogue	as	a	medium	is	echoed	in	what	Elisabeth	Ellsworth	(2005)	calls	

communicative	dialogue	as	a	legitimation	of	the	socio-political	status	quo	and	as	an	understanding	of	norm	

and	conscious	intention,	by	excluding	discontinuity	and	difference.	

	 School	groups	are	a	priority	to	the	educational	services	(Fróis,	2008).	Yet,	the	traditional	educational	

practices	in	museums	depart	from	the	idea	that	artworks	carry	messages	that	can	only	be	analyzed	through	

the	methods	of	art	history	-	such	as	historicism	or	formalism	-	reserved	to	specialists,	such	as	the	curator,	

so,	there	is	no	place	for	divergent	interpretations	(Arriaga,	2008).		

	 School	 visits	 are	 a	 common	 practice	 used	 by	 teachers,	 with	 different	 objectives,	 but	 the	 most	

common	 one	 is	 to	 create	 a	 relation	 between	 a	 specific	 content	 of	 the	 curriculum	 and	 the	 theme	 of	 the	

museum	 that	 they	 choose	 to	 visit	 (Oliveira,	 2010).	 There	 are	 studies	 that	 point	 out	 that	 museums'	

discourses	do	not	always	meet	 the	needs	of	 schools	and	 that	 school	attitudes	are	not	always	compatible	

with	 the	development	of	productive	work	by	museums	 (Huerta,	 2010),	 essentially	because	 the	nature	of	

the	two	practices	are	different.	There	is	a	need	for	training	teachers	interested	in	the	dialogue	between	the	

school	and	the	museum,	but	also	museum	educators,	who	 lack	an	adequate	understanding	of	 the	school	

context	and	the	specific	needs	of	teachers	(Baldriga	and	Rech,	2011).		

	 Museums	have	a	modernist	conception	of	arts	education,	they	do	not	speak	for	everyone,	they	speak	

to	an	"educated"	audience	(Padró,	2009).	Postmodernity	was	marked	by	the	decadence	of	macro-narratives,	



so	 it	 would	 perhaps	 be	more	 useful	 for	 the	museum	 to	 educate	 from	 the	micro-narratives,	 personal	 and	

subjective	experiences.	Museums	became	one	of	history's	legitimating	forms	and	this	legitimation	needs	to	be	

deconstructed	(Shelton,	2011)	through	individual	participation.	

	 To	perform	the	field	work,	I	used	an	ethnographic	approach,	adopting	the	case	study	as	a	method.	

In	my	investigation,	a	case	is	a	class	of	students	of	the	third	cycle.	The	group	performs	the	following	action:	

to	visit	a	museum	of	contemporary	art,	in	a	school	context,	with	its	teacher	of	Visual	Education.	The	schools	

were:	 Escola	 Básica	 dos	 Eucaliptos	 [fictitious	 name]	 (1	 class,	 1	 teacher),	 Escola	 Secundária	 de	 Vergílio	

Ferreira	(2	classes,	2	teachers),	Colégio	dos	Pátanos	(1	class,	1	teacher).	

	 Each	 group	 would	 visit	 a	 museum	 of	 contemporary	 art:	 Berardo	 Collection	Museum	 (received	 1	

class	 from	 the	 Eucalyptus	 Basic	 School	 and	 1	 class	 from	 Colégio	 dos	 Pátanos),	 National	 Museum	 of	

Contemporary	Art	-	Chiado	Museum	(received	1	class	from	Escola	Secundária	de	Vergílio	Ferreira)	and	Casa	

das	Histórias	Paula	Rego	(received	1	class	from	Escola	Secundária	de	Vergílio	Ferreira).	

	 As	evidence	collection	strategies,	 I	used	the	ethnographic	 interview	(to	students,	 teachers,	 school	

directors,	museum	educators	and	coordinators	of	museum	educational	services),	participant	observation	(in	

visual	 education	 classes	 and	 the	 visits	 that	 each	 group	 made	 to	 the	 museum),	 analysis	 of	 documents	

(regulations,	press	articles,	personal	emails)	and	focus	groups	(with	the	people	interviewed).	I	used	a	field	

diary,	 audio	 recordings	 and	 photographs	 as	 recording	 instruments.	 Vásquez	 and	 Angulo	 (2003)	 present	

three	fundamental	criteria	for	the	ethics	of	negotiation	-	confidentiality,	collaboration	and	impartiality	-	that	

I	strive	to	fulfill.			

	 I	also	used	reflexivity	as	a	particularly	important	issue,	since	it	implies	realizing	that	the	orientations	

of	the	investigators	interfere	in	the	interpretations	and	conclusions	of	the	investigation.	This	is	a	significant	

mechanism	within	 social	 research,	which	 assumes	neither	 to	be	nor	 can	be	 realized	 in	 a	 kind	of	 isolated	

autonomous	 territory	 of	 the	 society	 and	 of	 the	 biography	 of	 those	 who	 investigate	 (Hammersley	 and	

Atkinson,	1994).		

	 As	conclusions,	I	found	that	students	value	more	a	teaching	style	that	delegates	skills	to	them	than	a	

more	academic	style	that	does	not	take	into	account	their	needs.	The	influence	of	the	teaching	style	on	the	

relationship	between	schools	and	museums	is	relevant,	since	the	museum	assumes	itself	as	an	educator	of	

the	 school	 through	 modernist	 practices	 and,	 as	 such,	 does	 not	 show	 willingness	 to	 meet	 the	 needs	 of	

schools.	 Joint	 and	 collaborative	 learning	 between	 schools	 and	 museums	 is	 an	 unexplored	 practice	 that	

brings	 important	benefits	to	 learning.	The	approaches	to	art,	both	 in	the	school	and	in	the	museum,	vary	

according	 to	 the	 conception	 of	 learning	 defended	 by	 the	 teacher	 and	 the	 museum	 educator.	 From	 the	

requirement	for	technique	to	pluralistic	readings,	there	is	a	whole	set	of	work	possibilities	that	are	decided	

by	teachers	and	museum	educators.	The	museum	continues	to	be	seen	as	a	place	of	learning,	for	both	for	

students	 and	 teachers,	 but	 it	 mainly	 practices	 the	 transmission	 of	 knowledge,	 although	 students,	 and	

sometimes	teachers,	require	more	participatory	practices.	Through	a	differentiating	participatory	approach,	

it	is	possible	that	teaching	practices	contemplate	the	role	of	youth	authorship	in	their	relationship	with	the	



museum,	which	I	found	to	be	important	so	that	young	people	could	be	producers	of	meaningful	knowledge.	

The	learning	strategies	are	selected	and	decided	by	teachers,	 in	schools,	and	by	educators	 in	museums.	 It	

means	 that	 students	 are	 confronted	with	 strategies,	 with	which	 they	 are	 supposed	 to	 learn,	 which	 vary	

according	 to	 the	 conception	 of	 learning	 that	 those	 people	 possess.	 Students	 value	 more	 participatory	

strategies	that	the	school	is	not	always	ready	to	allow	and	to	which	few	museums	are	open.	

	

	

QUESTIONS	I	LAUNCH	FOR	DISCUSSION	

Museums	and	schools	seem	to	work	facing	away.	

-	Does	this	scenario	sounds	familiar	to	you	(in	your	research	or	in	your	professional	context)?	

-	Could	this	issue	be	solved?	How?	

-	Who	is	really	interested	in	solving	it?	

-	Who	would	benefit	with	what	possible	solutions?	

-	If	someday	schools	stop	visiting	museums,	what	possible	consequences	for	each	institution?	

-	Can	we	do	something?	Do	we	want	to?	Why?	
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Abstract for 5EPRAE

Gaps in artistic agency and in artistic education 

I elaborate the liaisons between an artistic process, artistic agency and artistic education in my artistic 

research.

Writing and filming are created from a state of not-knowing. The filming takes place in different spaces with 

a camera that is attached to my body, and even writing progresses in a responsive manner. I claim that the 

space of not-knowing generates new knowledge. Also, I elaborate the meanings of aesthetic and sensorial 

approach as well empowerment of learning and teaching art. The artistic research mixes three perspectives: 

artist as a pedagogue, a researcher, a teacher.

What does a gap mean in an artistic education? In artistic education, learning and teaching events consist of 

nebulous processes that are not articulated. Both, the student and the teacher, are aware of being in the state 

of not-knowing and the gap. As well, in my artistic approach and my theoretical points, explanations are not 

exhausted in the meaning. Therefore, the explanations lack and the gaps become the components of the 

meaning.

Even artworks create needed gaps in communities, artists are not an integral part of culture or cultural 

institutions – more often they are not employed by art museums. Art schools and art universities have 

become shelters for artists and art students. Artistic experiments, processes and research should become parts

of cultural politics, they should not stay alienated and marginalised. Ignoring artists is also patronising their 

know-how.

How does a researcher or an artist benefits from his/her alien position? How does one's isolation fit in the 

norms? In my research new perspectives towards an artistic process and research are elaborated through 

enlightening the norms of the communities and mapping the artistic agency. 

mailto:marikaorenius@gmail.com


Presentation for 5EPRAE

Gaps in artistic agency and in art education 

Articulation of an artistic process and developing of art education on the university level are the main points 

in my dissertation project. My perspective is three-pronged: I am an artist, art teacher and artistic researcher. 

About my conversational presentation:

What does an artist do? How does art education take this question to consideration? These are my main 

questions in this presentation. Before tackling these two questions, I start with even more important question:

Who has the access to become an artist? What are the politics of access? The strategy of inclusion is an 

economical question; art education has a higher level status in hierarchical and social structures. Still, artists 

are almost on the lowest level when comparing incomes among the various professional groups. That has 

created one of the gaps between artists and the society. There is a gap between art education and the society. 

What can be done to the gaps? These questions are not asked enough therefore this presentation focuses on 

bringing up these issues. Also, I would like to welcome your comments during and after the presentation. 

Art as a form of elitism and openness:

Artists education started in art academies on 16th century. The first academy focused on drawing after that 

the names of art schools included painting and sculpture. On the 17th century the name and the content was 

changed to fine art academy (Academie des beaux-arts in France) with a focus on liberal art. Women were 

not regular students from the beginning – they were excluded until 20th century (only some exceptions were 

made before that). Studying art has almost always been exclusive right. At least until the 60's when Joseph 

Beuys (1921-1986) became professor at the Kunstakademie Düsseldorf. He stated that art education should 

be free and open for everybody. Political discussions, regarding the role of art the university in the society, 

took place in Beuys's open “ring discussions”. What has happened after that? What do art teachers should do 

today? Should we push our own limits towards social and political subjects. By changing the curricula of art 

universities towards social education we put ourselves into the uncomfortable zone. If every art student 

becomes “useful” for the society, what will happen to art? At least, by following Beuys's example we would 

weaken the development to elitism in art and get rid of one of the increasing tendencies, economised 

knowledge, that I find problematic in art education today.  

What kind of knowledge art can offer for a viewer? Even contemporary art is often based on a lot of 

knowledge it can also alienate from 'knowing'. Stepping-in and experiencing artwork is a risk – there is no 

guaranty for finding a meaning. In addition to the physical spaces, representations of artworks on the internet

or in books are also places of otherness. Looking art in internet, being on-line, is the most common way to be

touched by art and at the same time to be estranged from the physical space. What do we lack when look up 

artworks in internet? Art can offer new knowledge for those who are open for the sensorial and/or physical 

experience.



The politics of exclusions:

In communities, art takes place at museums and institutions as well as in public spaces. Even artists create 

the content to these venues they are not an integral part of culture or cultural institutions – more often artists 

are not employed. Artists' 'tacit knowledge' could change the historical constructed discourses of museums 

and institutional art.1 The art-based research is not either an integral part of cultural institutions, or it is 

excluded or marginalised from them. Categorising artists (as outsiders) is also patronising their 'know-how'. 

The categorising forms a question of power – who has the power? Who is in a gap? Is the gap the permanent 

state of being? Artists are not institutionalised and included but their products are. How does an artist 

benefits from his/her outsider position? Could an artist work another way, as an insider? How does the 

artist's isolation fit in the norms? Enlightening the norms of the communities together with examining 

spaciality, are tools for my research. 

The politics of spaces:

The notion of 'space' is entwined with its inside and outside, reciprocally spaces are not divided into 'inner' 

and 'outer' or 'in-between'. “Who is inside and outside?” Or, are these sides more likely co-existing? Also, 

the question: “Whose 'space' is it?”, is neither tackled enough nor answered. Who does have the right to the 

spaces that are planned for 'everybody'? These questions penetrate many people's lives today. Right now, 

spatial solutions and temporal accommodations are highly relevant matters in all the other countries, inside 

and outside, of Europe. 

The British human geographer Doreen Massey's (1944-2016) politically challenging texts about 

simultaneous spaces have inspired my art-based research. According to Massey, 'space' is social to the 

backbone and always observed by someone who is in the space. Also, the notion of 'space' should be studied 

together with the notion of 'time'. The political interpretation is needed because of the social nature of the 

spaces. In my artistic research, through working with video, I present that spaces are simultaneous but not 

equal in value.  

Artworks as artistic research:

My writing and filming are created from a state of not-knowing when being in the gap. The filming takes 

place when travelling or other times with a camera that is attached to my body. Also, the writing progresses 

in a responsive manner. I try to write impulsively and shortly at the moment of perception without knowing 

what the text is about  – the method could be called bodily writing. These short abstractions become later on 

parts of my texts. I claim that only being in a gap generates new knowledge.

1 The notions “tacit knowledge” and ”tacit knowing”  were established by a Hungarian-British physical chemist 

Michael Polanyi (Personal Knowledge, 1958) and his theory of knowledge is well capsulised in following sentence 

“we can know more than we can tell”. (The Tacit Dimension, 1966, 4).

https://en.wikipedia.org/wiki/Michael_Polanyi


A collision or a separation – a gap means many things. There is a gap between a reader and a text as well as a

gap exists between a viewer and artwork. In the processes of writing and working with moving images, 

meanings are not included - they seem to be between the lines or cut away, excluded. In my artistic approach

and my theoretical points, explanations are not either exhausted in the meaning. The explanations lack, 

therefore the gaps become the components of the meaning.

The process of working with Parousia started some years ago when I tested different cameras that were 

attached to my body. After the first experiments, I extended my bodily filming with spacial aspects that had 

inspired me while conducting artistic research at the Art Department of Aalto University. Through a camera, 

I examine spaces that are 'in-between'. Paying attention to and filming the transcendental spaces such as 

terminals, hotels, parks, brings up their alien and temporal nature. I ended up finding many universes instead 

of one universe where individuals are traveling, working, moving, reflecting, transforming, transmitting, etc. 

Remarkable contrasts grew from the filmed material through watching it afterwards – in Parousia, some kids

are playing other ones hang around, animals are moving on and tourists are photographing landscapes 

simultaneously there are those ones who are overloaded by physical work.

To finish with:

What are the norms that regulate our being in the world? Who does have the right to all the space on the 

earth? What forms of strategies should be taken within the field of art education today? Artistic education 

should include the humanistic and the geographical aspects of understanding our being-in-the-world. What 

can be done within and with art institutions? Can we avoid the exclusion?

Still image from the video installation Parousia (2013-2016)
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Identidade Terena: a valorização do passado e o olhar para o futuro 
 
 
 

Fátima Cunha1 
 
 

 
Resumo	

 	
No presente artigo “Identidade Terena: a valorização do passado e o olhar para o futuro”, 

questionamos as tensões e conflitos existentes no modo de preservar a identidade Terena, 

valorizando o passado e olhando para o futuro. Trata-se de um estudo entre 02 comunidades 

indígenas Terena, sendo elas: Aldeia do Bananal e Aldeia do Limão Verde, da cidade de 

Aquidauana, estado de Mato Grosso do Sul, Brasil. Iniciamos com uma pesquisa bibliográfica 

sobre os itens principais referentes sobre a Identidade Terena. Livros referentes às etnias e 

cultura da região foram utilizados para completar a pesquisa, coletamos dados através de 

pesquisa in loco nas escolas, com observações, entrevistas e questionários com 06 questões 

previamente elaboradas e aplicadas a 90 alunos do 6º ano ao 9º ano da Escola Municipal 

Indígena Lutuma Dias, da Aldeia Indígena do Limão Verde e a 27 alunos da Escola Estadual 

Indígena de Ensino Médio Domingos Veríssimo Marcos, da Aldeia do Bananal. Totalizando 

117 alunos indígenas. É uma investigação, junto às comunidades indígenas, onde se procura 

perceber o que os alunos sabem e valorizam dos seus antepassados. Quais os conflitos existentes 

em se identificar como indígena Terena e o orgulho da sua etnia, finalizando com o que se 

pretende para o futuro. A escolha do tema deve-se ao fato de eu ser uma pessoa implicada com 

a comunidade indígena desde criança e de ter desenvolvido vários projetos na comunidade. 	

  
	

Palavras-chave: Comunidades Indígenas, Identidade Terena, Povo Terena.	
	

	

	

	

	

	

 

																																																													
1 Aluna do doutoramento em Educação Artística, da Faculdade de Belas Artes da Universidade do Porto. 



Identity of the Terena People: valorizing the past and looking at the future 
 

 
Abstract 

 
 

In the present article we question the tensions and the conflicts present in the way of preserving 

the Terena People’s identity, valorizing the past, looking at the future. We are studying two 

Terena indigenous communities: Aldeia do Bananal and Aldeia do Limão Verde, from the city 

of Aquidauana, in the state of Mato Grosso do Sul, Brasil. We begin with a bibliographic 

research about the main subjects regarding the Terena identity. Books referring to the ethnicities 

and to the culture of the region haben been used to complete the research; we have collected 

data through researching in loco at the schools, with remarks, interviews and questionnaires, 

with six questions previously elaborated and applied to 90 students, from the sixth to the ninth 

grades of Aldeia do Limão Verde’s Indigenous Municipal School Lutuma Dias, and to 27 

students, of Aldeia do Bananal’s Indigenous State School of Secondary Education Domingos 

Veríssimo Marcos, 117 indigenous students in total. It’s the research that happens closely to 

the indigenous communities, where we’re trying to find out what students know and cherish 

about their ancestors, with the concern that that culture may fade away with time and what can 

you do to avoid that. The choice of the theme itself has to do with myself being directly involved 

with the Indigenous community since I was a child and from having developed several projects 

in the community.  

 

Keywords: Indigenous Communities, Terena Identity, Terena People. 
 

	

Introduction 

 

                We started the research with a visit in the indigenous schools, with observations, 

photographic collection, informal meetings, interviews and questionnaires 

with 06 questions previously elaborated and applied to 90 students from the 6th grade to the 9th 

year of the Lutuma Dias Indigenous Municipal School, from the Indigenous Village of Limão 

Verde and to 27 students from the State School of Indigenous High School Domingos 

Veríssimo Marcos Of Bananal Village. Totaling 117 indigenous students, so with these 

elements to perceive the tensions and conflicts existing with respect to identity. 



This article is organized in three parts and a conclusion. In the introduction, it is intended 

to put the object of discussion that is the Terena identity. The first section in which the Terena 

people are contextualized, from their origin to their most striking moments.The second section 

is a brief bibliographical foray to map some concepts needed to understand the problems of 

Terena identity, such as: identity, race, ethnicity, ethnic ties, and memory. In the third section 

we present the results of the research and the fieldwork already done with the two communities 

and in two schools.  

            In the conclusions of the article, we reflect on the concepts and results obtained, where 

we verify that the existing tension is only perceived by indigenous students as they grow, where 

the need for employment arises, where they are devalued in society and are not considered Of 

trust, often having to deny their ethnicity. 

 

 

1 - Terena people and their origin 

The indigenous Terena people are subdivided into several groups and speak the same 

language of Aruak origin and have similarities in their form of social organization.  

All these groups have or have characteristic internal organizational forms, being traditionally 

farmers and connoisseurs of the techniques of weaving and ceramics (Ladeira & Bittencourt, 

2000, p.18). According to the Final Report of the Inventory of Culture Material Terena - CR 

Campo Grande - MS: Most Terena live in villages in the state of Mato Grosso do Sul, between 

parallels 20 ° and 22 ° and meridians 54 ° and 58 °. Its total population, according to the 2010 

IBGE Census, is 28,845 individuals, of whom 19,219 live in indigenous lands and 9,626 outside 

them. The Terena are the 5th largest indigenous population in Brazil. Speakers of the Arawak 

linguistic family. (2012, p. 3). 

According to Ladeira and Bittencourt (2000), the most striking moments in the history 

of the Terena people are three: the moment of Exodus leaving the region of Mato Grosso do 

Sul, a long period with many migrations during the eighteenth century, where they dedicated 

themselves to agriculture and established relations with the Guaicurus Indians and with the 

Portuguese. Period called from ancient times. Next, the War of Paraguay (1864-1870), where 

they were involved in the defense of the territory. During this period they lost much of their 

land to white landowners, who came to plant and raise cattle. Period called Bondage. The third 

period corresponded to the beginning of the demarcation of the territory until the present time. 

It began with Rondon imposing to the Service of Indigenous Protection some lines of action, 



such as demarcate its lands and create indigenous reserves. 

           In the case of the research to be carried out the selected villages, they are from the region 

of Aquidauana, MS and are approximately 70 km from the urban center, so the relations of the 

Terena indigenous people are increasingly close to the urban life of the surrounding 

municipalities. Not some influence of city life among its components. 

 

 

2 - Some concepts needed to understand the problems of Terena identity. 

 

Next, we present the concepts that we deem necessary to understand the field work 

already done in the two communities and in two schools. 

 

2.1 Identity 

 

               In the case of identity, according to Hall (1997, p.10) the concept is too complex and 

poorly understood and we must be careful in making conclusive statements. When we observe 

and accompany the students in the interviews, when speaking about identity several versions of 

it present themselves, such as dance, music, language, body paintings, etc. 

For Hall (1997) there are three conceptions of identity, that is, the subject of the 

Enlightenment, sociological and postmodern. In the interaction between self and society, 

identity is then attached to the subject and structure, stabilizing the subject and the cultural 

world to which it inhabits, but this identity is becoming fragmented with various identities. The 

subject assumes different identities at different times and is not unified around a self. 

I share Hall's conviction regarding fragmented identity with multiple identities when 

in researching the village students what is known and valued of their ancestors, the answer 

divides into several facets of the Terena identity, such as : Dance, typical foods, paintings and 

drawings, language, music, playing indigenous instruments and handicrafts. . We have verified 

that the Terena identity has not only one characteristic, but several. 

 

 

 



2.2 Race 

	

              For Levi-Strauss (2006, p. 11) there are more human cultures than races, two cultures 

made by men belonging to the same race may differ as much or more than two cultures from 

racially separated groups.  

Due to the existing diversity of cultures, it is fact in the present and right of the past. We 

observed in the researched villages: in Aldeia do Bananal the learning of the Terena language 

is encouraged and spoken in the moments of encounters between children's games.  

In the Village of Limão Verde the most important is the dance, always encouraged, including 

in school, with the participation of the best students. 

            According to the author, men elaborate different cultures, due to their geographic 

distance, from the particular properties of the environment and the ignorance in which they are 

in relation to the rest of humanity, but then warns that human societies are never totally isolated.	

            The villages are located near the city, so the natives travel between the village and the 

city, not being isolated, because they sell their products, which they plant on their lands, or their 

ceramics, on weekly visits. 

At no point in the research did the respondents call themselves "race" or "indigenous 

race," when speaking about the indigenous community, they treated it as Terena ethnicity. 

 

2.3 Ethnicity 

According to Lopes (1982, p.33) one can define ethnicity those who use the same 

language, the same cultural and historical tradition, those who occupy the same territory and, 

above all, the conscience of belonging to a community. This feeling was shared by the 

interviewees in the villages. Most are Terena-speaking and maintain local traditions, in dances, 

typical foods, etc. They occupy the same territory and are proud to belong to the Terena ethnic 

group. In the questioning about the pride of the "Terena" ethnicity, we got almost all that 'is 

proud of its ethnic group' and 'proud of being an Indian', who want to maintain ethnicity and 

preserve culture.	

                 Lévi-Strauss (2006: 66) warns us about the need to preserve the diversity of cultures 

in the world threatened by monotony and uniformity. That the diversity of human cultures is 

behind us, around us and in front of us. We agree with Lévi-Strauss on the diversity of cultures, 

each village with its priorities and options, which must be preserved. 



 

 

2.4 Ethnic Ties 

 

               The study of ethnic and racial relations, according to Rex (1987, p.11), refers to those 

social relations existing between "people of the same race and ethnicity and between individuals 

or groups of different race and ethnicity." An ethnic connection can happen with the similarity 

of cultural behavior and it is not we perceive the care with the children, with the adolescents, 

in some way, they protect themselves. There is concern about the neighbor's son and so on. For 

the author, physical resemblance could have some effect, insofar as it awakened memories of 

family life, we believe that this thought reflects what we saw in the village, where physical 

resemblance is still preserved, for the most part. surprising that those who share the same culture 

wish to have a common ancestry. We understand that this is related to the indigenous 

community, because everyone has a common ancestry. 

               When one belongs to a social group and an awareness of belonging to this community 

becomes strong, we can say that here is an ethnic bond, and that the social relations existing 

between individuals or groups will define everything that will be considered as valuable for 

your culture. We perceive the consciousness of belonging, reflected in the answers of the Terena 

pride. 

The indigenous communities have a history of living together, possess a cosmology 

regarding their creation, their appearance on earth, and agree on the preservation of their 

ethnicity, the conservation of their ethnic ties. 

 

2.5 Memory 

 
 

                The memory will reflect if there is the transfer of information from the older to the 

younger. For Candau (2011, p.85) "the breadth of memory of the past tense will have a direct 

effect on the representations of identity."  

The evocation of the past by the elders, by the grandparents of the subjects surveyed, may reflect 

the events that are always present in everyday life, in their culture.  

In our research, a large part of the interviewees referred to the memory of the oldest, the elderly 



and the importance of passing on information received from their grandparents, reported that 

only by listening and dedicating themselves to these words can they keep vestiges of the old 

time , Of their ancestors Who wish to pass on this knowledge to the younger ones, even to those 

who are not their children, so that they can preserve their culture. 

               Ricceur (2007) reports that the act of remembering takes place when a time has 

elapsed, and at that time the memory goes through and justifies the preference for memory for 

the conviction that we have no other recourse regarding the reference of the past, Memory, 

however, warns that there may be deficiencies due to forgetfulness, but it is the only resource 

to signify the past character of what we remembre. There is nothing better than memory to mean 

something that happened. 

The interviewees report that they listen more to the grandparents and the elders in 

order to know what the past was like and to transmit the younger generations this knowledge, 

so that it does not get lost in time. 

 

 

3. Fieldwork conducted and results of the perception of tensions and conflicts of identities. 

 

The research was carried out with 117 indigenous Terena students, trying to verify 

how these students perceive their identity and to collect data on tensions and conflicts with 

semi-structured guiding questions. 

The first question to realize what he knows and values of his ancestors, has obtained 

as a response, first of all, the tradition, which involves painting, rituals, food, crafts, followed 

by language and dance. The transfer of information from the elders was also signaled. 

Understanding that culture can disappear over time, the language Terena was 

quoted, cited in all interviews as a defense, that at times when one does not want the person to 

know what they say, they speak in the language Terena, which is their defense . The conflict 

and discrimination between whites and Indians, exists as time goes by, as spaces in the 

college and in the search for employment are disputed. Within the village, those who do not 

know the language experience difficulties in relationships. 

The Terena Indians are mostly not ashamed to identify as indigenous, and this does 

not stop them from keeping the culture alive, on the contrary it encourages them more. But 

regardless of any factor unrelated to his tribe, almost all, he is proud of his ethnicity. Of the 

115, only 02 responded that they are not ethnically proud. Indigenous children, students of the 



6th year, do not feel shame of the language, or of being Indian, in their purity and innocence 

they do not perceive some discrimination. As you grow up (7th to 9th grade), the language is 

used in times of discomfort, so that other people who do not know their mother tongue do not 

understand what they clearly want to talk about. 

Because it was an applied research in the school the result of what one wants for the 

future, perhaps it does not reflect exactly what is wanted, because the great majority answered 

that it intends to continue studying, or that wants to be formed. Keeping the ethnicity and 

passing on their knowledge came next, and other results as a happy future, generating children, 

being a cacique, and, I do not know, also appeared in the answers. 

 

On visits to the village, during the time I was just observing, I stood under a huge tree 

and several children were playing around the school, all spoke in the Terena language, the adults 

around as well. By the time the older ones left the school, the speech was no longer the maternal 

one for the most part, some walked along the beaten-floor street, talking in Portuguese. 

 

 

4. Final Considerations 

As we raise questions or data about values, where the Terena indigenous people live, 

with semi structured questions, we can see that the result can indicate, according to Hall (1997), 

not a striking feature of the Terena identity, But several fragments of identity. They detected, 

in their speeches and responses, dance, language, crafts, among others. 

              The tensions existing inside the village happen when the native does not know the 

language and can feel despised by the other components. Just as the selection for dance is made 

through those who attend school and devote themselves to studies. 

              The tensions outside the village, when they finish high school, will be disputing space 

with the 'whites' in the college places. Just like looking for a job in the city. 

               Conflicts in the village also exist, the leadership of the cacique is very strong and 

makes some decisions that do not always please everyone, such as that only those who study, 

among other things, can participate in the dance. 

            Conflicts outside the village mainly happen with regard to the job search, as they say 

they are undervalued, and sometimes have to hide where they live. When seeking employment, 

there is distrust on the part of the community as to the smoothness of work or efficiency in the 

profession. At no time was the problem of land quoted. 



In the proposal to verify what is valued of the past, we visualize the importance of the 

oldest, the grandparents, who, with their knowledge, transmit to their grandchildren what they 

deem most important: language, dances and customs. We see that there is a valuation of the 

past through these teachings and through the very perception that it is necessary to keep alive 

the traditions for the culture to survive and the need to pass on that knowledge to younger 

generations. 

             The look for the future, perhaps that was harmed by being a formal interview in school, 

when the answers in its almost totality was with the concern of continuing to study, of having 

a job, of having a profession and being able to help the family in Your daily needs. 

We conclude that these researched sources reflect several discourses of the Terena 

identity, and that language and dance appear in a very strong and present day-to-day form. We 

verified the relevance of studying this theme, because with the process of globalization and 

cultural homogenization that has marked the contemporary world, there is a change of values 

and social reorganizations of all kinds. 
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Unmaking the place of art history in the South 
Rita Rainho 
5 EPRAE 
 
Good morning, first of all I would like to congratulate the staff for the initiative of 
5EPRAE, since it seems to me a unique opportunity for PhD students. Especially 
for cases like mine - I keep up with the work programme at a distance -, and so, 
here, I have the opportunity to properly discuss my work. 
For this presentation I have opted for only a part of my investigation, focusing 
specifically in the experience of unmaking/desconseguir the teaching and 
learning of History of Art and Design in the degrees of Visual Arts and Design in 
M_EIA, University Institute of Art, Technology and Culture in Cape Verde. 
 
Before moving forward I will explain a little how I build my place of enunciation, 
since my view of this theme reflects a complex place, constituted by 
controversial contexts with which I relate and in which I position myself as the 
subject of investigation 1 . Searching for a utopia of art education and a 
decolonized practice, I have incorporated the displacements to Brazil, 
Mozambique and Cape Verde promoted by the “intercultural movement 
Identities” a very informal group of artists, teachers and students related to the 
Fine Arts Faculty of University of Porto. Going through this displacements, my 
house in Cape Verde starts in M_EIA, an art school promoted by Atelier Mar, a 
Cape Verde NGO). This house is a utopic project of an art school in these 
islands. It has enabled me a singular experience as an educational and 
laboratorial space in the exercise of cultural confrontations, with the aim of 
answering real needs of development of Cape Verde. Having said this, one can 
better understand the epistemological mapping and the network that weaves my 
thinking, my perplexities and my action: on the one hand, the obvious 
'formatting' of the Fine Arts of Porto University with a clear Western matrix being 
questioned by Identidades itself (and also the research community in Arts 
Education in Portugal), and, on the other hand, a pathway walked as a foreign 
body in the aforementioned project. Both have matured a responsibility in the 
development of arts education in Cape Verde. 
 
The name of my presentation is ‘Unmaking the place of art history in the south’. 
I use the concept “to unmake”, as a deconstruction of the intransitive idea of the 
verb “to fail”, thereby proposing a transitive verb. This recognizes a 
discontentment which is generator of persistence in thinking/acting in a political 
art education and a decolonized practice of freedom. To work on that bridge I 
take my own experience of teaching History of Art and Design in the degrees of 
Visual Arts and Design in M_EIA, where I recognized there was no incorporation 
																																																								
1	With a writing in the first person, I present my understanding and the relationship with my 
context - I make important the political positioning of everyday life, the condition of dialectical 
confrontation between people, societies, facing one another at the same time.	



of African and Cape Verdean art history, and I place the transitive action in the 
radical search of the body-place of history.  
In this presentation I problematize the unmade bridge between the desire/utopia 
of the project (of the discourse) and the reality.   
The implementation of M_EIA was necessarily bifurcated between the utopic 
and the legal perspectives. The first, the utopic, throwing the anchors to 
practices promoting the culture and the development of the country, mainly 
through local development projects of Atelier Mar. The second became allied to 
the politics of the European Bologna model to obtain the national certification of 
the degrees. This second, the legal, made this legalization was important to the 
political, social and scientific recognition at national and international levels. But 
it raises tensions between the expectations of the experimental and local 
character of its activity and its regulation in relation to hegemonic knowledge in 
art education or development models foreign to Cape Verdean reality.  
 
Faced with this bridge of utopia and the real in a broader perspective, questions 
have arisen since the beginning on the level of human resources: who could 
integrate the project? M_EIA has foreseen this problem of the insufficiency of 
trained national candidates in the artistic area, and therefore has been sustained 
and being programmed also by the international partnerships and cooperation 
that have embraced this utopia from the beginning. 
 
I am advancing this aspect of the implementation of the project, very much 
connected to the western perspective of history and its function, because it 
frames the way the teaching of art and design history was planned in those 
degrees and due to its fragility concerning the discourses of utopia of M_EIA 
project; at this point one could foresee the challenges of problematization and 
the liberation of the Western sense of the history of art and design in the south, 
and particularly in Cape Verde. This fragility is not intrinsic to M_EIA, but to the 
very context of the south. It is necessary to underline that the study and writing 
of the history of art and design is not sufficiently accomplished in Cape Verde or 
in the South in general. And the little existing is integrating a Western-bound 
thought - its categories and conceptual systems - which often exposes the 
territory of these stories to phenomena of peripheralization and pathologization. 
The views within these writings, be they internal or external, are loaded with the 
very order of global institutional and ideological policies (e.g. IMF and World 
Bank) in what concerns the understanding of economic and social realities. All 
this fiction about the south ends up conditioning the potentiality of inventing the 
stories/histories of Southern art. 
In 2012 when I joined M_EIA as a teacher, I immersed myself in the scientific 
contributions of Atelier Mar and M_EIA related to the reality of Cape Verde. The 
NGO stood out for its activity of research and training of craftsmen, proposing a 
model of development crossed by culture, and which rescued multiple local 
knowledge, integrating the new applied and sustainable technologies for the 



human and material resources of that particular context. M_EIA was born to 
respond to the high degree training of artists, designers and architects all under 
this inheritance of their NGO promoter, and, above all, it was born to make 
responsible the way of producing in and for Cape Verde.  
At the same time, I have received then the formal pedagogical guidelines for 
teaching / learning the History of Art and Design, which, in my view, lacked the 
contribution of empirical attention to the knowledge in Cape Verde possessed 
by the institutions that I came across and which I have just described . For 
instance, at the level of curriculum, the synopsis of the History of Art and Design 
subject integrated content centered on the history of Western art: a compulsory 
and specific theoretical subject, layered in four different levels, and which 
follows the traditional chronological model of historical periods and artistic 
movements, occasionally pointing to European expansion in Cape Verde, as 
well as the relation of the visual arts in the nineteenth and twentieth centuries 
with the colonial contexts. 
The history of art and design I shared with the students at M_EIA was marked  
by the tension between the official and utopic discourses, in a personal and the 
institutional unmaking practice.  I highlight three aspects: 
 
1) the isolation of that curricular unit promoted by the formal structure of the 
degree which divides in a cartesian way the theory and the practice and moves 
away from the real interdisciplinary projects - here I consider that the 
contributions that the curricular unit gave to the development of projects in the 
school were mostly within the scope of the social history of Cape Verde, they 
were casual, and they were taken only as deviations from the order of the 
history of art; 
 
2) a conceptual and political de-synchronization of the contents - provoked 
mainly by the comfort of the 'known', 'established' and 'legitimized' approach - 
of this curricular unit with the practical projects focused on the Cape Verdean 
reality that other units were realizing. 
 
3) the chronological and diachronic approach of contents in western art 
respecting the hegemony of the Western concept of art, colonial and patriarchal 
references - when Cape Verde is included it is in linear mode, timeline and 
categorized by the order of Western historiography2; 
 
From the point of view of this "unmade" experience I question the supremacy of 
the contents of the Western vision and epistemological order about a possible 
becoming of the history of the art of the south. I do not mean that there have not 
been moments of resistance and subversion of these three aspects that weaken 

																																																								
2	Some anthropologists like Johanes Fabian work on this blindness concerning the dominant 
history, highlighting the fragility of some epistemic proposals as only temporal sequences.	



the teaching and learning of the History of Art and Design. I note, for example, 
the inclusion of the legacy of feminist criticism in the history of art, pertinent to 
the patriarchal deconstruction of Western history, but unconcerned by its 
bourgeois, white and western feminist reading. And also the semesters 
dedicated to the collection of oral stories of Cape Verdean culture (literature, 
painting, music, crafts), among others. But I was left with the urgency of a 
radical project of historical (de)construction. 
Rethinking the History of Art and Design in arts education necessarily entails 
conquering the power to narrate our own history, to construct our image and 
identity, in a critical relation with contemporary representations, namely with the 
permanence of the essence of the hegemonic vision from the north to the south. 
This requires a process still to be invented, one that integrates the work of the 
empirical collections and systematizations, the studies of the various entities 
(not only the ones mentioned here, but something more comprehensive) so as to 
build a scientific and historicity characteristic of the field The History of Art and 
Design. 
It is therefore urgent a radical collective project of history construction. The 
process will include texts, oral testimonies, objects, tangible and intangible 
heritage. Without any certainties, and also without anchors produced from 
categories and conceptual systems dependent on the exclusive and Western 
order of knowledge. In the case of Cape Verde, the very design of the nation's 
historical, political and social identities and identifications confer a 
miscegenation, typical of the country's history, which inevitably contaminates 
the tone of the Art History of the South and of Cape Verde in particular . 
Only the incorporation of a broad collective as subject of history can question 
the unique Cape Verde's sense of belonging to the history of Western art and 
design, destroying the atrophy felt in the silencing of Southern art histories. 

Methodologically speaking, I’m doing action research because I depart from my 
direct involvement to a reflection and the planning and development of new 
action. I analyze the formal documents certifying the degrees of M_EIA, 
particularly the guidelines of the course History of Art and Design, as well as the 
programs of other courses, semester and annual reports, students' works, 
among others that contribute to the confrontation of a formal western structure 
with a project-based practice connected to the culture and development of 
Cape Verde. Also I’m doing ethnography, here understood as an intercultural 
space, which means that I aim not only make participative 
the methodologies used but rather to insist in a permanent dialogue, of 
confrontation and plural construction of the meanings of the realities in which I 
am involved. 

As conclusions, the presentation of the conflicts of a small art school, lost in the 
middle of the Atlantic Ocean, transports within its experience a marked 
irreverence for our debate. The analysis that results of the ongoing 



research, processes, develop the reflections in relation to M_EIA, questioning 
the possibilities of other Art and Design History in the curricula. So what would 
then be the role of History for Art and Design to the learning at M_EIA? And how 
could it be to invent another history of Southern art and design? I felt a stranger 
in Cape Verde, with my thought assaulted by questions, “unmaking” to deal with 
the power of my ignorance, and the possibility of breaking with Western Art 
History established in a prepotent way in the curricula. But, after all, would not it 
also be necessary to decolonize this vision and the field of the History of 
Western Art and Design? What would be the way for the coming of the 
stories/histories: a single history that included its plurality, or autonomous 
stories? 
 

Where does the difficulty of thinking ourselves as subjects of history come 
from? It comes mainly from always having left to the others the drawing of 
our own identity. (Mia Couto, 2009) 

 
What role have we incorporated in the history of art and design, at M_EIA, as an 
international art school, but necessarily Cape Verdean, so that it would, after all, 
contribute to understanding our reality? What is that identity? 
I believe it is urgent to rethink, from this unmade experience, the curriculum and 
the learning of history of art and design in the courses of Visual Arts and Design. 
We need to deconstruct the western history naturalized in its pertinence for the 
identity and for the development of Cape Verde, and give body to the histories, 
oral and write taking into account the complexity of identities in this country, the 
divergences of several cultural and political movements of identity resistance 
(such as the nativistas, claridosos, independentistas, pre and post political 
opening*), popular arts and erudite arts, critical perspectives of geniality, gender, 
race and class supremacies, as possibilities for the utopia of political artistic 
education and a decolonized practice of freedom. (*political opening in Cape 
Verde is the transition from the authoritarian one-party regime to the democratic 
in 1991). 
It is about a collective responsibility on the past and future, to continue to 
unmake in this utopia of art education and a decolonized practice. 
 
 
 
Referências  
CALADO, Margarida (2010), “Reflexões sobre o papel da História da Arte numa 
perspetiva sociológica a nível do ensino” in Arte & Sociedade Actas das 
Conferências. 
 
CATRO-Gómez, Santiago e GROSFOGUEL, Ramón (editores) 2007, El giro 
decolonial: Reflexiones para una diversidade epistémica más allá del 
capitalismo global, Bogota: Siglo dl Hombre Editores; Universidad Central, 



Instituto de Estudoios Sociales Contemporáneso y Pontifícia Universidad 
Javeriana, Instituto Pensar. 
 
COUTO, Mia (2009), “E se Obama fosse africano? E outras Interinvenções”. 
Lisboa: Caminho. 
 
ELLERY, Daniele (2009), “Identidades em Trânsito: África “na passagem”, 
identidades e nacionalidades guineenses e cabo-verdianas” Campinas: Arte 
Escrita.  
 
FANON, Frantz (2008) [1a ed. 1952], “Pele negra, máscaras brancas” Salvador: 
Editora da Universidade Federal da Bahia, (tradução de Renato da Silveira).  
 
HARAWAY Donna (1988), “Situated Knowledges: The Science Question in 
Feminism and the Privilege of Partial Perspective” in Feminist Studies, Vol. 14, 
No. 3. (Autumn, 1988), pp. 575-599 
 
HOOKS, Bell (2013) “Ensinando a transgredir: a educação como prática da 
liberdade, São Paulo: Editora WMF Martins Fontes. Tradução de Marcelo 
Brandão Cipolla. 
 
HARDING, Sandra (1998), “Is Science Multicultural? Post colonialisms, 
Feminisms, And Epistemologies”, EUA: Indiana University Press.  
 
KOHAN, Walter Omar (2009) “Filosofia: o paradoxo de aprender a ensinar, Belo 
Horizonte: Editora Autêntica (Coleção ensino de filosofia). Titulo original 
Filosofia. La paradoja de aprender y enseñar. 2008, tradução de Ingrid Xavier. 
 
LOPES, Leão (2012), “M_EIA, um laboratório, um projecto de ensino artístico e 
do design em plano Atlântico Médio”, in MARTINS, Catarina S., TERRASÊCA, 
Manuela e MARTINS, Vítor (org.), À procura de renovações. De estratégias e de 
narrativas sobre educação artística, Edição GESTO, Porto, 2012.  
 
MENESES, Maria Paula. “Outras vozes existem, outras histórias são possíveis”, 
in Diálogos Cotidiano. Trad, GARCIA, Regina Leite (org). Petrópolis, Rio de 
Janeiro: DP&A, 2010 
 
MOHANTY, Chandra Talpade, (2004) [1a ed. 2003], Feminism Without Borders: 
Decolonizing Theory, Practicing Solidarity, Duke Unievrsity Press.  
 
MOUFFE, Chantal (1996) [1a ed.1993], “O regresso do Político”, Gradiva: 
Lisboa.  
 



NKRUHMAH, Kwame (1977), “O neocolonialismo em África”, in SANCHES, 
Manuela Ribeiro (org) (2011), As malhas que os impérios tecem: Textos 
anticoloniais, contextos pós-coloniais, Lisboa: Edições 70.  
 
PAIVA, José Carlos, (2016), Colonialismo e Pós-colonialismo: O presente como 
um enigma, Comunicação no V congresso internacional SESC de 
Arte/Educação. 
 
PINK, Sarah (2009), “Doing sensorial ethnography”, London, Thousand Oaks, 
New Delhi, Singapore: Sage Publications.  
 
SANCHES, Manuela Ribeiro (org.), Deslocalizar a Europa. Antropologia, Arte, 
Literatura e História na Pós-Colonialidade. Lisboa, Cotovia, 2005.  
 
SANTOS, Boaventura S. (2004), “A universidade no século XXI: Para uma 
reforma democrática e emanciparia da Universidade”, Coimbra: CES, 2005: 
www.ces.uc.pt  
 
SEMEDO, Manuel Brito (2003), “A Construção da Identidade Nacional - Análise 
da Imprensa entre 1877 e 1975” 
 
VARELA, Odair B. (2009), “O repto da ‘diversidade de conhecimentos’ em Cabo 
Verde: do colonial/ moderno ao moderno 



Arts Education: between reflections, inevitabilities and boundaries 
 

Sofia Ré 
Centro de Investigação e de Estudos em Belas-Artes, Universidade de Lisboa 

menina.re@gmail.com 
 

 

Abstract: 

Under the pretext of searching for the authors that theoretically support my research project, I 

explore my professional identity as I approach my understanding of the concepts of Arts and Arts 

Education. By tracing many of the roots of my practice’s options, related to the dynamic coexistence of 

differences and the irrelevance of boundaries, I propose that 21th century Arts Education, which also 

reveals symptoms of an identity crisis, reflects on its past and stands for its causes in the light of present 

challenges.  

 

Introduction 

In the scope of the PhD course in Arts Education, recently with a double degree 

from the University of Lisbon and University of Porto, I was challenged to surround 

myself with authors and concepts in order to build the theoretical foundation of my 

research project. With this pretext, and based on the narrative methodology that has 

been encouraged in Seminar I classes, I tried to explore my identity and my scientific 

genealogy in terms of research in Arts Education. Starting from the questions what are, 

or can be, the Arts? and what is, or can be, Arts Education?, I decided to discuss my 

own way of appropriating these concepts, throughout my professional practice as a 

teacher over a decade, looking for the roots that shaped my thinking. 

At pretext of this narrative exercise I gather here, still exploring, some ideas, falling 

apart and full of dirt, but that I insist on digging. In some way, it seems to me that the 

great purpose, or so I assume, is to find ourselves in the reflection of others, in order 

to constitute our "textual family," a term I borrow from Sérgio Niza (oral 

communication, December 2016). I prefer to call them my scientific friends, but in fact 

we do not choose the family, nor the authors who put in writing, and in anticipation, 

what goes in our heads. It is from this inevitability, from that which is not chosen, 

which already is before being, and because it is an essential part of our identity, that I 

return to the restlessness that I kept of Sérgio Niza to leave in search of those who are 

mine and are in me. 



"I am an educator, it is said. From being told that for so long I have decided to 

be so" (Sérgio Niza, oral communication, 9 December 2016). There was silence in the 

room and in my head. I have a conflicting relationship with whether or not I am a 

teacher, which in recent years has been the big question. Without noticing the exact 

similarities, I felt that I was seeing myself in the mirror in these words, as if they were 

saying something about me that, by the disturbance of the water’s surface, didn’t was 

exactly clear. 

For some time I rebelled against Teaching and decided to stop being a teacher, 

as if it was a garment that I could undress at the end of a school day. It was a hard, 

painful but effective decision to get some closure in a chapter of my life. Over time, 

after I was no longer a teacher (the teacher of classes, summaries, ringing bell, 

disciplinary faults, class councils, and interval from classes) I realized that, even though 

I did officiate my non-teacher identity, I was still much more of a teacher than I wanted 

and that I ever suspected to be possible. It is, as I said, an inevitability. Sérgio Niza told 

us that he decided to be a pedagogue but I suspect that he assumed to be a 

pedagogue, because he could never stop being one. The notion of choice is pure 

illusion, at least for me. Almost in mental response I asked myself, "What about me? 

What am I? What did I decided to be?", as if being a teacher was not enough. Because 

of this, and because I nothing can decide, I am ready to dig into this subject, towards 

the inevitability of the family that is not chosen. 

 

1. What is, or can be, Arts Education? 

"I was convinced that the arts had the potential to transform the world" 

(Gaztambide-Fernández, 2013, p.223). I believe that in one way or another we all go 

through, or remain, at this stage. There is something childish about these utopias, and 

everyone tells us that they go by with aging and experience. I am naturally worried 

because I am collecting experience, age and white hair, and this desire for change 

doesn’t fade away. Teaching in Portugal isn’t in good health, and although PISA results 

say otherwise, Arts Education is receiving IV fluid therapy in a lost bed at the hospital. 

This is my dark vision of the panorama I find in the School. Not the School of loose 

practices, but the School that defines how much of the Arts should occupy the 

children's time and what importance they should have in their education. Good 



examples do exist, I do not deny, but School isn’t made only of loose practices that 

underestimate the work of production of belief of what art is or should be, or what 

education is or should be. Gaztambide-Fernández argues that “the very concept of the 

arts delimits how we envision our work" (2013, p. 216). My concept of the arts 

involves, of course, personal preferences of styles and artists, but it is conceived more 

or less in the sense that different works, forms and modes of expression can be bind by 

bridges in time, where confrontation leads to an update of the very meaning of each 

one of them. Here we have already a notion of chaotic cluster, where everything is 

valid, where everything is placed face to face, whether it is a museum artwork or a 

advertising image in a bus stop. Therefore there are not many rules on what I consider 

to be a pretext to approach arts or to learn about the arts. 

Concerning the concept of Arts Education, Ana Mae Barbosa tells us that "The 

many designations of the discipline generate a problem of identity" (2002, p. 22), 

which is why I surrender to the task of untying and situating its different 

nomenclatures in time and space. 

What is considered as art, and how its manifestations are integrated or 

articulated with education, defines the spirit of a time, motivated by concerns, needs 

and / or reactions to the past. Following the research by Efland (1990) and Fróis 

(2005), I gathered three structuring moments of what today's Portuguese Arts 

Education intends to be, which are summarized in Figure 1. After the explosion of 

freedom in the 60s, with the Education Through Art movement of Herbert Read, based 

on exteriorization and creative self-expression, we witnessed in the 80s and 90s a 

reaction to the culture of freedom of previous decades. Changing the focus to the 

cognitive aspect of the arts, disciplines are created in the spirit of the specialization of 

knowledge, as if knowledge could be put in separate boxes. It is already in this century 

that we see a kind of rebalancing of forces, by reaction to the rigorous delimitation of 

the fields of knowledge of the previous phase, where contamination and hybridization 

attract educators in order to articulate fields of knowledge and various art forms, once 

distinguished and now blurring their boundaries. 

If we return to Ana Mae Barbosa's Arts Education identity problem, we will 

understand that the challenges that we are facing nowadays do not differ from the 



challenges that societies face with globalization, or those Europe is facing with the 

refugee crisis, which is defying the boundary concept itself. 

Figure 1 – Illustration of Arts Education historical development since middle of 20
th

 century. Source: 

Sofia Ré, 2017.  

 

2. The temptation of the rhetoric of effects  

So what is the place of arts in Arts Education these days? The rhetoric of effects 

is certainly tempting in the attempt of legitimizing the arts in education as a kind of 

magic potion. Several are the arguments to legitimize the Art in the school, as Irene 

Tourinho says: 

 

«1. Art Learning for the moral development, sensitivity and creativity of the 

individual;  

2. Teaching Art as a form of recreation, leisure and fun;  

3. Art-Education as an artifice for the ornamentation of the school and as a 

vehicle for the animation of civic celebrations or family in that environment;  

4. Art as support for learning and memorizing content from other disciplines, and 

finally;  

5. Art as a benefit or compensation offered to calm, resign and rest the students 

of the disciplines considered "serious", important and difficult» (2002, 31). 

 

  The rhetoric of effects is a trap where I have lost myself in. The last time I 

taught students, the experience took place within the Areas of Curriculum Enrichment, 

in primary school, where I was given the freedom to build my own program in the area 

of Artistic Expression, for whatever that is. I was far from meeting the expectations of 



a teacher who does 'beautiful works' about Autumn, Christmas or Mother's Day. Much 

less peaceful was the idea that I would function in practice as an assistant to the art 

technique for the works of Plastic Expression which, foreseen in the primary school 

curriculum, don’t have space (I mean time) to be developed in class with the student’s 

teacher. After a period of adaptation to this new reality, I ended up scheduling my 

classes based on a conceptual framework with the following objectives: 

a) To engage the students' gaze for the contemplation of what was around 

them; 

b) To develop body and dramatic expression; 

c)  To develop artistic techniques in the field of visual arts; 

d) Raise awareness of scientific knowledge, even if it isn’t specific of the arts. 

 

In short, the activities would be based on three axes: contemplation, arts 

expression, and science. I felt that my classes could awake students to arts and science 

as well. Today I feel that I would do everything the same but with a different 

motivation: I would bring science to the field of the arts, because they belong to one 

another (there is no denying the obvious symbiosis), and not in a logic of justifying the 

benefits of my program with the rhetoric of the instrumental effects of arts on 

students' other competences. Although I didn’t consider right to do so, I felt that this 

was the only way to keep the arts in the curriculum and, I admit, I gave in. It took me 

some time to assume what I already felt and which translates to the following: "An 

activity that cannot be justified is an activity that refuses to regard itself as the 

instrumental to some larger good. The humanities are their own good." (Stanley Fish, 

2008, cit. By Gaztambide-Fernández, 2013 p. 222). This was the first step to stop being 

held hostage to the effects that may come from the arts in education, verifiable in this 

or other areas, simply because it is irrelevant. 

By putting aside the rhetoric of effects we can follow the example of Nelson 

Goodman, here recalled in the words of Howard Gardner: «At the time when the 

death of John F. Kennedy was still vivid in people's minds, Goodman regularly 

quipped," Ask not what The arts can do for you; Ask what you can do for the arts 

"»(Gardner, 2013, p. 6). In this perspective, how then can we combat beliefs such as 

the arts being less important than the mother tongue, mathematics, or English, which 



are rooted in the vocabulary of political leaders? It should be noted that, although the 

disciplinary current of art education belongs to the previous century (Effland, 1990), 

the need to keep the knowledge stored in boxes serves the sole purpose of having 

boxes more important than others, and others that we shouldn’t always be opening. 

And the arts are a dangerous box to open up, perhaps because it is a practice built on 

both rules and disobedience, being the latter the best definition of creativity, because 

it tries to escape from what is postulated. Throughout history, art has evolved to 

challenge truths, while science has devoted itself to building them. The arts appeal to 

disobedience and transgression and, perhaps because of this, have been reduced in 

the curriculum. 

There is little doubt that Art has effects on people and society (Belfiore & 

Bennett, 2007, cit. By Gaztambide-Fernández, 2013, p. 218), and if it was not so, the 

propaganda of totalitarian regimes had not appropriated art to legitimize its power, 

namely through the construction of national identities. 

 
In fact, to claim that the humanities in general and the arts in particular have no 
use or justification is to ignore the many ways in which liberal humanist 
conceptions of the arts are central to dynamics of social exclusion or the ways in 
which the humanities have been implied in projects of conquest and colonization 
through cultural imperialism (Gaztambide-Fernández, 2013, p. 221). 

 

This effort of fictitious homogenization of different communities, often 

separated by oceans, is more a convention than a naturalistic observation, just as the 

homogenization of the characteristics of an artistic style neglects to look at the 

manifestations that are distinguished from it (Gombrich, 2012, 254).  

The distinction of identities is never innocent in the homogenization of their 

subjects. Inevitably, it establishes relations of difference and, with it, judgments of 

superiority or inferiority (Bourdieu, 1996). Being a dangerous tool, Art is above all a 

tool of power. 

 
Even in the classroom, the dominant definition of the legitimate way of 
appropriating culture and works of art favours those who have had early access 
to legitimate culture, in a cultured household (...) (Bourdieu, 1996, p. 2). 
 



Thereby the debate should no longer focus on the place of Arts in education, 

but rather on the place of culture and life in the Arts. In a kind of globalization at the 

artistic education level, boundaries are blurred and we can no longer trace what 

belongs to the arts, culture, education and even research – take a look at Rita Irwin's 

ARTography - which does not mean that these interferences lead to an indistinct 

dilution of these fields, just as migratory movements don’t lead to an instantaneous 

homogenization of societies. 

The challenges of art education are, after all, the challenges of today's society: 

to confront and to deal more and more with difference, when it exists within us. This is 

true for the field of the Arts, which is enriched with new and fresh points of view from 

other marginal practices, but also valid for Arts Education which is enriched by the 

network of other domains of knowledge outside the field of Arts or Education. It is 

thanks to this interference of different but interacting forms of knowledge, where the 

influence of Cultural Studies was decisive, that art education has dethroned legitimized 

and musealized Art as its primordial object. Visual culture, as a much more 

comprehensive concept and inseparable of cultural practices, has been gaining terrain, 

not without the resistance of some who see it as threat to the art status.  

The notion of self of Arts Education has been shaken by the successive incursions of 

difference into a concept that has been built on well-defined boundaries of other 

concepts, such as the arts, or the disciplines that compose it, of which the DBAE 

movement was the best expression. A pressing challenge in present time also in 

Europe, who sees the Other crossing its borders. Stuart Hall reminds us that the loss of 

stability of the notion of self can lead to an identity crisis (1992: 597), and the reason is 

only one: we are short of boxes. Boxes to pack the arts, images, knowledge, teachers, 

artists and even researchers, as if they all couldn’t live in harmony sharing the same 

territory, which is this one of Arts Education. 

 

3. Tracing my options in teaching practice 

Beginning with Sérgio Niza, who decided to become a pedagogue long after 

being one, I discussed the historical development of Arts Education in order to 

question the place of the Arts in Arts Education. Focusing on what seem to me to be 

the three essential moments of recent history of Arts Education – boom, structuring, 



and hybridization - I reviewed my own concepts of Arts and Arts Education in the 

chaotic and dynamic image of the third moment of Figure 1. Just as in a tornado it is 

possible to make collide the most unexpected and distant objects. I like to reduce the 

temporal and spatial distance between images, whether they are Art or not, because 

new semantics are created around these space-time flows. In an effort to discredit the 

rhetoric of effects, I turned to an example of my practice that illustrates how this 

chaotic and dynamic cluster of the tornado also serves my concept of Arts Education 

by mixing different forms of expression and resorting to science to create new 

relations in artistic production. 

Just as the three moments that I highlighted for the history of art education are 

the fruit of the spirit of their time, an inevitability, I also recognize that my choices, 

even those that I think I have taken in full freedom, are the result of a clear influence, 

for not to say determination, of the experiences I have collected throughout my 

academic and professional life (Sousa, 2016). My understanding of both Arts Education 

and the Arts, drinks in much of the courses I attended at the Children's Artistic Center 

in Calouste Gulbenkian Foundation – the Integrated Course of Pedagogical Animators 

and Artistic Expression Educators and the Methodology Course Primeiro Olhar: 

Integrated Visual Arts Program (Martins, 2014). These courses promoted an 

articulation of different artistic languages (body, voice, narratives, animation, plastic 

arts, music, etc.) and particularly in the Primeiro Olhar course, where the program 

followed several paths in which two works of art were put side by side, often relating 

ancient with modern or contemporary art. My appreciation for Gadamer’s fusion of 

horizons (1997) inevitably is born here. On the other hand, the academic formation 

that I received in the degree in the discipline of Sociology of Art alerted me to the 

questions of dominant power and reproduction of power in Pierre Bourdieu and 

Michel Foucault. I also remember that it was in these classes that, when studying Paulo 

Filipe Monteiro and his work The Others of Art (1996), I created this idea of symbiosis 

between the fields of art and science. The discipline of Artistic Anthropology opened 

my mind to the issues of confrontation of cultures and multiculturalism, but it was 

with the workshop I did with Professor Fernando Hernández that I felt that visual 

culture was my territory: where you think about what is done, and where what is done 



can change what one thinks, in which reflection (through verbalisation and dialogue) 

and artistic production animate each other. 

This is all to say that our identity is built much more on inevitabilities rather 

than our choices. I could have written this text thinking of the teacher I wanted to be 

and would always be the one I already am. Like Sérgio Niza. 

 

Final considerations 

With the hybridization of my concepts of Arts and Arts Education, it may seem 

curious how boundary is a concept that is dear to me, not by its formalization, but 

precisely because it’s a concept with which I struggle, for it makes no sense to me. 

Walls, as a form of boundary, have been gaining expression (the Berlin wall, the Israeli 

West Bank wall, Calais wall, or the future concrete frontier between US and Mexico), 

and I wonder if this isn’t a perverse effect of globalization. For me, the only purpose of 

a wall is to be knocked down. The verticalization of borders has been a human effort, 

but it does not favour humanity. 

The boundaries between the fields of knowledge and the arts in Arts Education 

tend to have their walls knocked over: not only by the paradigm shift that focuses on 

the visual / material culture, but also by the most diverse issues on which one can 

focus in respect to difference and social justice (Garber & Constantino, 2007). Despite 

this, and from my experience, education resists with impunity by preserving these 

kinds of barriers, closing its eyes to the difference that some students may represent in 

a classroom. In my career I witnessed an atrocious violence of the curriculum towards 

students from other cultures. 

If artistic education is a reflection of its time, how can we respond to this 

bipolarity that we see in present times, between the unifying force of globalization and 

the force of sharpening the differences? The image of the tornado, which I selected to 

characterize nowadays Arts Education, curiously represents these two forces in 

motion, in the form of ascending and descending currents of air. I believe that the 

challenge of Arts Education is precisely this: to maintain a dynamic movement 

sustained by forces that are apparently opposed and self-feeding. 

I have explored my identity problem, as an Arts Education teacher, in the 

realization that I am a reflection of my time and my life course and, as such, I build 



myself more on inevitabilities than on options. In these inevitabilities, I realize how my 

vision sweeps boundaries between the arts, and between domains of knowledge. 

Differences are not flattened, they are coexisting and self-feeding: visual / material 

culture and musealized art, different artistic expressions, the presence of science and 

cultural studies, or the necessary relation between visual and verbal discourses. 

 
Visual questioning is as important as verbal questioning, thinking about reality and dream 
through processes of visual making is as important as thinking about reality and the world from 
the point of view of sciences and philosophy, moreover, many times these various means of 
thinking and thinking oneself are intertwined (Eça, 2008, p.7). 

 

Therefore, I try to be attentive at everything that is intended to be equal and 

homogeneous. That is to say I’m working on difference, to make a difference. For its 

part, Arts Education has to face the inevitability of assuming the same responsibility 

and, I pray for it, stop shoving things into boxes. 
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Abstract

This  paper  debates  the  methodological  implications  of  PI(E)CE (projecte  intergeneracional  de
creació  escenica),  a  collaborative  artistic  and  pedagogical  project  in  secondary  schools  in
Barcelona in which I participate as a researcher. I decided to embark on this opus by engaging in
performance ethnography, both as a conceptual and methodological framework, in order to travel
over the relations between performance art, pedagogy and the creation of alternative spaces of
learning within the school institution. In the first part, after introducing the main questions of my
research, I  display what I  call  a critical performative pedagogy, which forms the nuclear of my
theoretical framework. Then, I will discuss what research as a performance ethnography implies by
describing its confluence with the creation of embodied narratives as a tactic for interspersing the
research processes and the educational experiences. In the last part of my paper, I will illustrate
the challenges and possibilities that open up for educational research by engaging in a process of
performative  and  performatic  ethnography,  to  achieve  some  conclusions  while  developing  a
PI(E)CE.

Introducing something that has just began

“A journey  through  the  body,  the  bones,  through
tissues and body temperatures,  positions  that  put
us in contact with our rigidities, with  our discomforts
and give time to work the body, to exercise the act
of  corporeal  memory,  give  rise  to  the  image,  the
scene  sleeping  in  the  forms,  in  concavities  and
convexities .“
(Kesselman, 1989: 164)



 The very idea of implementing this project started as  I began to relive my memories of school
years and my upbringing and ended being kind of an exorcism of my own bad experiences as a
school student.  My experience at school was far from being wonderful and my teachers didn't
serve as positive role models, if not the contrary. In fact, some few memories I have from school
are parts of  oppressive and silencing experiences. So those exact memories are the reason I
became an annoyingly passionate teacher about transformation and empowerment. Maybe it was
pure intuition but I knew that there must be other ways of approaching students, all I had to do was
discovering them.  Therefore,  I  see myself  committed to searching for  models  of  learning that
embrace  human  beings  with  dignity  and  respect.These  are  transformative,  critical  and
transgressive pedagogies in which students’ interests and experiences become the most important
tools  in  the curriculum,  and knowledge is  shaped from what  students bring  to the classroom,
including their own ways of understanding the world.  Perhaps it is out of pure egoism but I have
this deep desire that the children whose lives I touch will have a different schooling experience
than those I had endured. 

 My interest in transformative/critical pedagogies intersects with my involvement in the arts, and my
identities as an educator, a dancer, and an immigrant woman. In exploring these intersections, I
intend to introduce an alternative type of progressive education that I will call from now on Critical
Performative Pedagogy. This pedagogical project aims to use the arts in order to promote critical
learning  by  incorporating particular  types  of  aesthetic  experience  into  pedagogical  practice  to
increase students’ commitment to empowerment, resistance and transformation.
 During the last years, although some research has been carried out regarding the reproduction of
stereotypes, discrimination and social exclusion  and how they are connected with the schooling
process, little research has been done that engages with articulating educational strategies and
policies that negotiate with the existent dogmatic and hegemonic representations. Therefore, the
issue I am tackling looms in the horizon of this exact need of educational practices that intent to
build  places  of  empowerment,  emancipation  and  solidarity  within  the  school  institution  that
challenge the discipline and normalization of the students´embodiments and (de/re)construct their
experiences and subjectivities. I am interested in researching how an educational project inspired
by  critical  performative  pedagogy  gives the  opportunity  to  its  participants  to  reflect  on  the
processes of constructing their subjectivities as well  becoming conscious  of their potential to
transform themselves and the surrounding world, challenge and resist oppressive structures and
hegemonic  thinking  that  excludes the “abnormal”,  deconstruct  hegemonic  attitudes about  sex,
race, gender, social class and sexuality and create new representations of themselves that give
them voice and empower them.

 In this context, performance is used as a notion that allows me to approach matters of identity,
embodiment and resistance. More specifically I am interested in travelling through the ways in
which students create and perform their identities based on their embodiment or/and resistance of
stereotypes  and  school  rituals  and  how we  can  create  spaces  and  processes  of  critical  and
resistant  thinking  within  the  school  institution  that  visualize  and  question  the  embodied  and
performed categories of gender, race, sexuality and social class in order to encourage alternative,
different  ways of  “being” in  order  to  create  a dream world  within  school  reality,  or  otherwise
spaces for  meeting,  contact,  reflection,  awareness and embodied strength and knowledge.  As
quoted by Paul  Feyerabend in “Against  Method”  (1993):  “We need a dream-world in  order to
discover the features of the real world we think we inhabit. 

 However, there are some interesting questions that we, as researchers in education should ask
ourselves when we are interfering with the performative paradigm. For example,  what  are the
“definable” and “material” means that subjects use to profit from the performance? How can the
performance contribute to a more enlightened and involved citizenship that will  disturb systems
and  processes  that  limit  freedom  and  possibilities?  In  what  ways  will  the  performers  probe
questions of identity, representation, and fairness that will that enrich their own subjectivity, cultural
politics, and art?1  

1
Madison (1998: 472) in Denzin (2003). 



 This framework helps us claim performance as a crucial factor for agency and empowerment “by
enabling students to intervene and reclaim their bodies from oppressive academic practices that
assume  students'  personal  memories  and  cultural  histories  to  be  insignificant  to  identity
construction and new mythic representations.” Under these circumstances performance perceives
the body as a text on which ideology and culture is inscribed. Therefore, by materializing the body
as  “a  process  and  site”,  students  learn  to  deconstruct  and  reconstruct  their  own  stories  and
identities and create new narratives (Garoian, 1999: 57). The performances become a critical site
of  power  and  politics,  an act  of  doing  and an  act  of  resistance,  connecting  the biographical,
pedagogical  and  political  (Conquergood,  2002). Therefore,  critical  pedagogy  introduces
performance as a form of activism, a praxis that inspires and empowers people to act out their
impulses. These moments are etched in history and popular memory, often treated in the space of
theater (and scripts). To be honest, teaching lends itself to performative metaphors:  the 'captive
audience' of students in a classroom, the teacher onstage at the front of the room, charged with
the tasks of offering knowledge (Garoian, 1999). 

 Such actions may require performance aesthetics of presence, act, gesture, and movement in
time and space,  something that  can be traced in the artistic  pedagogical  discourse  (Planella,
2015). Art  when combined with a critical  reflection of  the embodied  practices such as theatre,
drama playing, psychodrama and dance theatre can  give sparks for agency, empowerment and
solidarity.  Similar  acts  and  practices  help  visualize  school  rituals  of  normalization  within  the
classroom  and  generate  experimental  practices  that  through  performative  and  performatic
strategies liberate the bodies submitted to intellectual training. Performance helps create spaces
within  the  school  classroom that  cross  the  border  which  divides  body  and  mind,  theory  and
practice, individual and collective.

 Charles Garoian in his book  “Performing Pedagogy”  (1999) describes a  Critical Performative
Education as a  “transgressive”  (p. 40),  “disruptive”  (p. 201) and  “reflexive pedagogy that would
transform  classroom  into  a  space  where  students  could  discuss  openly  cultural  issues  that
mattered  to  them  most,  to  play  with  ideas,  metaphors  and  images,  and  to  create  art  that
represented their cultural struggles” (p. 202). Thus, I understand Critical Performance Pedagogy as
a pedagogy that  motivates students to seek meanings about themselves and society,  address
questios about  who they are and how they have come to be this  way,  what  do they wish to
become, and represent their deeply felt in their bodies personal experiences as narratives
that can be then de and re-constructed.

 Inspired by and infused with feminist and postcolonial practices, performance studies and critical
education, I present my own elaboration of Critical Performative Pedagogy as a pedagogy that is
constantly  trying  to  escape  the  formal  context  of  the  classroom in  order  to  make  visible  the
relationships of domination between students and teachers, decolonize the imagination, rethink the
importance of the body in education, bring out into onto the scene the subjects in a dimension that
trespasses the mere linguistic. It is a pedagogy that puts emphasis on valuing valuing students’



voices, bodies and experiences in the classroom, enabling student empowerment, and challenging

existing forms of schooling,  perceiving “education as the practice of freedom” (Bell Hooks, 1994:

207). 

A dangerous method.
“The little tales were excluded because
they were considered insignificant.”  

Cohen-Cruz, 2005: 113

Performance ethnography infused with a feminist perspective will form the basis of the project's

methodology. Performance ethnography, an arts-based method of qualitative inquiry, has emerged

from the need of new research methodologies that are practical and useful among every day life

and as an opportunity to bridge the gap, within educational contexts, between scholarly activity,

teaching and learning. Concerned with social science participatory action research and by using

performing  methods  (theatre,  dance,  mimesis,  mascarade,  drama)  as  a  place  of  research,

performance ethnography transforms those performative methods from a place of entertainment to

a venue of participatory action research that extends beyond the performance itself (Alexander,
2005). Performance ethnography is, therefore, focused on and interested in the script of “real life”
researching in a dramatized way events, moments of conflict and/or transformation, processes of

deconstruction  and  reconstruction  of  subjectivities,  embodiment  and identities  (Judit  Vidella,
2008: 229). In our case, the everyday, real life within a school institution.

 In  such  context,  performance  serves  as  a  pragmatics  of  inquiry  (model  and  method),  an

analytic strategy that allows us to understand social dynamics, and embodied research tool that

opens the gap between action, theory and practice, a  tactic of intervention to explore creative

and critical skills, to embody knowledge and visualise situations of power and oppression, thus

performance as an alternative space of struggle (Conquergood, 2002; Alexander 2005).

 During  the  project  so  far,  the  main  question  slipping  over  and  over  again  in  my  mind

hasbeen:“How can we encourage students to consciously negotiate with their identities through a
set of material and performative practices?” Thus, I am trying to use performance research as a

reflexive, intersubjective and embodied tool in order to penetrate theories of speech and acts and

analyse how school rituals affect the (de)construction of identities and of relationships of power

within the school institution. Thus, performance in research is used as a means of experience,

reflexivity,  cnsiciousness  and  visualization  of  oppressions.  Taking  advantage  of  the  fact  that

performance ethnography allows the body to always be present, included and visualised, schooling

is analysed as a theatrical scene, a drama set, where relationships of power and subjects are

reflected according to their performances. However, the commitments and questions are similar to

those  posed  in  theatre:  “Whose  stories  get  told?  To  whom?  How?”  (Dolan,  2001:  78).  The

performance studies, influenced by cultural studies, will be useful to study how social relations
are formed and how subjects construct  their  own identity projects.  More specifically,  the

students' bodies will serve as textual surface, analysed in a semiotic way, so that the discursive

becomes material and vice versa (Mckenzie, 2002: 203). Therefore, the subjects will be given the

opportunity to dramatize their stories, give their own words to their experiences, and construct their

own narratives that go further than the mere somatic and extend to a cultural, social, emotional and

political level. 

 Performance studies enrich us with a theoretical and practical background that allow us to theorize

the ways in which theatre, dance and other artistic practices, seen through a resistant aspect,

encourage  critical  thinking,  reflexivity,  deconstruction,  reconstruction  and  transformation  of  the

individual and the society. (MacAloon in Cohen Cruz, 2005: 84).

“Performance is always a doing and a thing done. Performance describes

certain  embodied  acts  in  specific  sites,  witnessed  by  others  (and/or

watching self). On the other hand, it is the thing done, the completed event

framed in time and space and remembered, misremembered, interpreted

and passionately revisited across a preexisting discursive field” 



(Diamond, 1996: 1).

 Consequently,  those  performances  will  serve  as  a  method  for  the  construction  of  corporeal
narratologies (body narratives) where the students´body is seen as voice, as a narrative of the

dominant and oppressive structures and as a  counter narrative  that challenges those specific

structures. As  body narratives  I mean narratives realized  for  and  within  the body, constructed

through material and discursive reflexive practices that include it and bring to to presence such as

dance, theatre, drama, mimesis, mascarade. By focusing on the students' bodies I am trying to

create a space that allows them to speak from their own personal experience and tell their stories

by encouraging “dangerous memories”, a term coined by Sharon Welch (1985) referring to those

experiences that have been silenced by the power of dominant knowledge, or otherwise those

“little  tales”  silenced by  “grand narratives”.  The purpose of  those “dangerous memories”  is  to

visualize  how behind those stories is hidden an aching body and abuses related with gender,

ethnicity, sexual preferences and social class which are naturalised through relationships of power

(Benhabib 1992, Langellier, 1998). 

 My goal in this analysis is to research whether performance through a feminist, postcolonial and

critical perspective can develop the students' capacity for imagination and solidarity, two qualities

that can enable the pursuit of empowerment of the diversity. This process can be easily tracked by

studying students' individual and collective representations of performative experiences, the ways

in  which  they  create  meaning  from  them,  how  they  plan to  use  this  new  knowledge  when

confronted with new situations.

Possible challenges and challenging possibilities.

The words are trapped
blood and bones of the mother and child.

The arms hurt and disarm themselves
with visceral absence of the other.

Writing does not help me reset my arms again,
but they help me to remember that I had arms

and then, to show me
the arms are still usable

in a way that I can not understand 

(Tami Spry, 2011: 21).

 At  this  section  I  want  to  unfurl  a  discussion on the possible  challenges and the challenging

possibilities  of  performance  as  educational  research  or/and  experience  that  decomposes

conventional methodologies. I am assaying to address two points. First, the relationsnhip between

performance and text and secondly the bond between performance and liminality. 

 Taking advantage of this exctra extract from Tamii Spry's autoethnographic performance “Paper

and Skin: Bodies of loss and lifetime” I am trying to make visible the tensed relationship between

words and body and the opportunity of presenting the body as a text in performance ethnography.

Performative texts use a language of action and of movement, combining the doing and the done,

putting emphasis on the use of verbs rather than nouns and involving the movement of the body

(experience), the paper (text) and the stage (performance) (Spry, 2011).  Therefore, performative

texts  should  be  able  to  blur  the  edges  between  text,  representation,  experience,  reality  and

criticism  Performance writing shows, rather than tells. It enacts what it describes, it is is evocative,

reflexive,  multivocal,  citational,  always incomplete  (Phellan 1998:  13,  Pollock,  1998a:  80-95 in

Denzin  2003:203).  While  textualism  of  the  academy privileges  distance  and  detachment,  the

paradigm of performance autoethnography struggles to put culture into motion (Rosaldo 1989 in

Denzin  2003:  195).  While  textualism of  the  academy uses methods  of  inscription  and  textual

models that turn culture into an ensemble of written words, performative autoethnographic writing

views culture as a verb, a process, an ongoing performance itself, therefore turning performance

into a site where memory, emotions, fantasy and desire fuel one another, where the doing and the



done  collide,where  agency,  praxis,  history  and  subjectivity  intersect  (Langellier,  1999:127).

Performances have the ability to challenge and deconstruct the academic text as a privileged form

of  representation.  This  doesn't  happen with the inclusion of  citation  if  not  with  the ability that

performances have to  criticize,  awaken and provoke emotional  experience and  understanding

between the audience and the performer.

 Such performative texts have inspired me to seek new ways of writing this project.  During this

research I will attempt to experiment with my own voice, putting on paper my own experiences,

reflecting on them, connecting them to my own subjectivity as well as exploring my voice and my

body in  connection with other  bodies and voices.  I  have not  been used to expressing myself

through writing, for me my own body, my movement has always been my way through things. So

this journey I embark on is filled with preoccupations, doubts and some fear. I am not good at

writing according to the official discourse but it is what I have known ever since I was young. Trying

to represent not only myself  but others in a research project while at the same time breaking,

deconstructing and reconstructing the academic discourse in English (which by the way is not my

native  language)  through  non  conformal  discourses  that  correspond  with  the  performance

paradigm, well this has to be a big challenge! 

 The academic language is to be found by many the unfortunate first “victim” of this effort as in

order to escape the  scientific positivist dualism and the neutral, objective language I will use an

“irreverent”  “performative” way  of  writing  and  alternative  ways  of  representing  my  thesis.

performative writing is irreverent and characterised by the following traits: It tries to escape the

conventional forms of communication (talking and writing), it is reflexive since the narrator recounts

the  defining  moments  of  experience  in  a  constant  making  and  re-making  which  allows  an

interpretation of this particular experience in a personal and collective essence, and finally it  is

emergent: It has the potential to remake something differently and produce new textual, social and

personal structures (Madison and Hamera, 2006). 

 The language in the performative paradigm puts the emphasis on change, contingency, locality,

motion, improvisation, struggle, situationally specific practices and articulations: the performance of

con/texts where the  dividing line between text and context falls away. Texts are inseparable from

contexts and the “processes by which they are made, understood and deployed”. In turn context

cannot be separated from cultural practices, which are performances (Pollock 1998b: 38 in Denzin

2003). Speaking of the interaction  between language, texts, words and bodies, and the use of

language in the academic discourse, we can see, performance and performativity intersect in a

speaking subject  with a material  body.  This body can be gendered,  racialized,  sexualized and

performativity situates  “performance narrative within the forces of  discourse”,  for  example the

discourses of race and gender. Clearly then “the act of performing intervenes between experience

and the story told” (Langellier 1999: 128-129), thus turning performance into an act of interpretation

that involves “actors, purposes, scripts, stories, stages and interactions” (Burke in Denzin, 2003:

189).

Between

Between two positions

Between two positions is the boundary, the border and the frontier 

Between two positions is the point of transition.

 The  in  between  in  this  project  works  as  a  concept  that  helps  theorize  the  ways  in  which

performative  practices  such  as  theatre,  rituals,  dance  and  performances  allow participants  to

reflect, reform and transform at an individual and collective level, therefore analysing the social

construction of relationships that stand between ideological systems and beliefs. Acts, phenomena,

identities are open to deconstruction and reconstruction in order uncover mechanisms of normative

production of meaning and to make collapse traditional relationships in a contra-hegemonic way.

This happens by generating resistant and transformative practices that eliminate boundaries and

borders built by privilege and dominant forms of knowledge  that mark who can be knower and

what can be known and give to Subjects the ability to take steps from the “margins to the center”.

(Turner, 1974; Chandoval 2000). 



 The in between is in reality a crossing,  a junction of  different  categories of identity:  ethnicity,
gender, class and sexuality, a state of deconstruction of what has been hegemonically considered
as abnormal. It is a possible and impossible space of contra-normalization and anti-classification,
that leads to the creation of hybrid identities. The body in the in-between involves the (de) (re)
construction of the body of the “Other” as dangerous and weird and a game where mixing identities
allows to decolonize the bodies by destabilizing the binary constructs of indigenous and foreign
bodies.  It actually consists of rethinking new forms of co-existence by deconstructing the idea of
exotic bodies, that attract us only when we make a journey to foreign countries but resent in our
everyday lives.

 Such resistant and transformative practices can be pedagogical performances which have artistic,
moral,  political  and  material  conseqcuences  as  they  produce  an  “active  intervention  to  break
through unfair  closures and remake the possibility for new openings”. Such performances give
voice to those on the margin, moving them for the moment to the political center (Madison 1998:
284).  Thus,  performance  becomes  the  vehicle  for  moving  persons,  subjects,  performers  and
audiences into new critical political spaces (Denzin 2003: 198).
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One	 year	 ago	 I	 presented	here	my	point	 of	 view	about	 the	process	 of	 a	 Phd	 in	Arts	 Education	 in	my	

professional	and	personal	context.	

I	used	the	act	of	walking,	as	a	metaphor	for	the	reflection.	Walking	throughout	a	path	of	experimental	

research,	walking	through	familiar	but	at	the	same	time	unknown	territories,	walking,	knowing	that	the	

landscape	changes	as	I	walk	by	and	that	I	change	because	I	am	walking	by.	

Centered	in	the	Education	department	of	a	museum	in	the	city	of	Guimarães,	International	arts	centre	

of	José	de	Guimarães	(CIAJG),	where	I	work	every	day,	I	talked	about	the	possibility	to	think	this	place	–	

educational	service	–	not	 in	a	macroscopic	approach,	referring	to	 its	organization	and	management	of	

resources	 and	 budgets,	 positioning	 and	 theoretical	 approaches,	 dissecting	 the	 schedule	 of	 activities,	

pedagogical	 and	 artistic	 contents,	 all	 in	 one,	 focusing	 on	 the	 ‘what?’.	 But,	 instead,	 talking	 about	 the	

‘how?’,	in	a	microscopic	perspective	on	the	practices	of	contact	between	education	and	art.		

I	presented	to	all	the	participants	the	person	of	Mr.	Happy,	someone	that	used	to	cross	my	daily	journey	

in	the	morning,	but	unfortunately	disappeared.	He	still	remains	in	my	Phd	process,	because	there	are	so	

many	things	we	read,	and	write	and	so	many	ideas	that	comes	and	go,	like	Mr.	Happy	that	I	can’t	ignore	

this	disappearance.	

I	 like	 the	 idea	 of	 disappeared	 concepts,	 disappeared	 words,	 disappeared	 pedagogies,	 disappeared	

practices.		

Today	I	would	like	to	talk	about	negotiation.	It’s	very	interesting	that	if	you	google	the	word	negotiation,	

you	will	find	a	lot	of	techniques	and	“how	to	use...”	manuals	in	many	situations:	international	affairs,	the	

legal	system,	government,	industrial	disputes	or	domestic	relationships	as	examples.	

But	what	about	negotiation	in	education	and	artistic	contexts?	

How	can	I	think	about	negotiation	in	the	context	of	mediation	in	the	museum?	

	

	

	

	



	

NEGOTIATION:	AN	ESSAY	OF	SUBJECTIVATION	

	

This	text	intends	to	rethink	the	educational	practices	in	museological	contexts,	in	the	light	of	two	main	

axes,	the	notion	of	museum	as	post-representation	space	presented	by	Nora	Sternfeld(Sternfeld,	2013,	

2017),	which	when	articulated	with	the	notion	of	disobedience	proposed	by	Dennis	Atkinson(Atkinson,	

2016),	opens	an	epistemological	field	where	artistic	education	finds	itself	in	a	logic	of	dissensus.	

If	 on	 the	 one	 hand	 I	 am	 interested	 in	 thinking	 how	 this	 museum	 space	 calls	 for	 a	 certain	 idea	 of	

instability,	of	provisional	that	allows	possibilities	of	transformation	of	the	subject	and	the	nature	of	the	

cultural	institutions	themselves,	on	the	other,	it	is	inevitable	to	perceive	notions	like	negotiation	and	risk	

inherent	to	the	pedagogical	practices	that	cross	in	museological	context	with	the	artistic	practices.	

In	the	last	twenty	years	the	proliferation	of	educational	or	mediation	departments	in	museum	contexts	

has	been	considerable.	 Inevitably	 the	 teams	of	professionals	 from	these	 spaces	also	 suffered	changes	

and	new	conflicts	opened	up	inside	and	outside	themselves.	These	new	encounters	now	allow	much	of	

the	research	in	the	disciplinary	field	of	arts	education	to	be	based	on	this	recent	history.	

The	notion	of	museum	as	a	post-representation	space,	presented	by	Nora	Sternfeld	 (Sternfeld,	2013),	

deals	 with	 the	 field	 of	 curatorship	 and	 the	 educational	 as	 establishing	 intimate	 relationships	 and	

enabling	new	relations	of	power	and	transformation	as	critical	practices.	

In	a	 recent	book	by	Carmen	Morsch	 (Mörsch,	2017),	Sternfeld	speaks	about	an	explosive	 force	of	 the	

museum’s	relation	to	itself	putting	the	preposition	“para”	–	PARA-MUSEUM.	

If	 we	 consider	 the	 para-museum	 as	 an	 inside	 which	 is	 simultaneously	 an	 outside	 –	 a	 para-sitic	

relationship	 with	 the	 museum	 –	 then	 a	 subversion	 could	 come	 to	 mind	 which	 helps	 itself	 to	 the	

museum	(its	interpretive	sovereignty	and	its	infrastructures).(Sternfeld,	2017,	p.	180)	

She	 suggests	 to	 think	 about	 the	 idea	of	 a	 para-institutional	 position	 “which	by	 not	withdrawing	 from	

fight	for	hegemony	desires	more	than	such	a	merely	subversive	position.”	(Sternfeld,	2017,	p.	181)	

Proposing	this	contradictory	position	is	assuming	it	possible	as	the	institution	itself.		

I	would	 like	 to	add	the	 idea	of	 	disobedience	 from	Atkinson	 (Atkinson,	2016)	and	generate	a	dialogue	

between	 spaces	and	 forms	where	 the	possibility	of	 conflict,	of	dissensus,	of	unexpected,	 is	extremely	

probable	and	desirable.	They	don’t	exclude	each	other;	they	function	in	a	logic	of	assemblage.		

Disobedient	spaces,	which	as	Dennis	Atkinson	(Atkinson,	2016)	thinks,	are	spaces	for	negotiation	in	the	

encounters,	 spaces	 of	 experimentation,	 subjectivation,	 and	 unstable	 forms.	 They	 can	 be	 part	 of	 this	

para-institutional	position	that	Nora	Sternfeld	proposes.	



I	would	like	to	contextualise	this	dialogue	with	an	example.	I	don’t	present	this	example	as	a	curatorial	

model	 or	 even	 an	 educational	 project,	 because	 is	 somewhere	 in-between	 that	 it	 appears	 and	makes	

sense	to	my	research.		

Between	July	1,	2016	and	January	15,	2017	was	exhibited	at	the	International	Center	of	the	Arts	José	de	

Guimarães,	Guimarães,	Portugal,	the	exhibition	Odd	Objects:	an	essay	on	proto-sculpture.		

The	exhibition,	“Odd	Objects:	an	essay	on	proto-sculpture”	will	bring	together	a	broad	range	of	pieces	from	the	

region’s	 religious,	 archaeological	 and	 folk	 heritage,	 inviting	 them	 to	 enter	 a	 dialogue	 with	 pieces	 from	

contemporary	artists.	Through	the	extensive	landscape	of	the	objects	on	display,	which	range	from	the	paintings	

of	 Mestre	 Caçoila	 to	 wax	 ex-votos	 offerings,	 in	 addition	 to	 some	 of	 the	 most	 notable	 pieces	 from	 museum	

collections	 in	 the	 county	 –	 as	 in	 the	 case	 of	 objects	 from	 São	 Torcato,	 São	 Francisco	 and	 Fermentões	 –	 the	

intention	 is	 to	 celebrate	 the	wealth,	 plurality,	 and	 the	 idiosyncrasy	of	 a	 land	whose	 traditions	are	a	gift.	 This	

exhibition	 is	not	 just	bringing	together	 the	objects	but	also	a	wide	range	of	people	who	will	participate	 in	 the	

event	by	helping	visitors	to	understand	the	beliefs,	habits,	and	rituals	that	serve	as	the	foundation	of	the	lives	of	

the	people.(Faria,	2016)	

			 	 							 	

Ilustration	1	and	2.	Odd	Objects:	an	essay	on	proto-sculpture;	room	9;	exhibition	view;	CIAJG;	Guimarães	

Upon	entering	room	9	where	I	begin	a	journey	through	the	exhibition	I	have	a	familiar	feeling,	a	sort	of	

déjà-vu,	as	if	I	had	been	in	these	rooms	before.	In	the	encounter	with	the	objects,	I	perceive	that	there	

are	side	by	side	objects	and	shapes	that	once	crossed	paths	with	me,	the	pumpkins	of	the	Avenue,	the	

ex-votos	 of	 S.	 Torcato,	 the	 stairs	 of	 the	 vineyard	 of	 the	 hanged,	 among	 many	 other	 objects	 of	 the	

Popular,	 religious	 and	 contemporary	 imaginary	 of	 this	 place	 that	 is	 Guimarães,	 a	 city	 of	 the	 north	 of	

Portugal,	in	this	corner	of	Europe	planted.	

We	can	find	in	one	of	the	rooms	a	photograph	of	an	old	café,	Café	Oriental,	that	don’t	exists	anymore	

because	it	burned	on	a	big	fire.	Some	of	the	furniture	from	it,	appears	now	in	this	room.	On	December	

15th	the	philosopher	José	Gil	used	the	exibithion	space	to	talk	about	art	objects,	magic	objects.	He	talked	

about	 the	 idea	 of	 disappearing	 in	 artistic	 processes,	 disappearing	 objects,	 images,	 thoughts,	 words.	

Objects	 that	 contains	 an	 effect	 of	 multiply	 forces.	 Forces	 that	 generates	 new	 forces	 with	 their	 own	

disappearance.	A	kind	of	propitiatory	process	inherent	to	this	kind	of	transitory	objects	and	forms.		



	 									 	

Ilustration	3.	Odd	Objects:	an	essay	on	proto-sculpture;	room	10;	Photography	of	Café	oriental;	CIAJG;	Guimarães.	

Ilustration	4.	Odd	Objects:	an	essay	on	proto-sculpture;	room	10;	view	of	a	talk	with	the	philosopher	José	Gil	about	
Art	objects,	Magic	objects;	CIAJG;	Guimarães	

	

What	 this	means	 to	my	practice	 in	a	mediation	context?	 Is	 this	context	also	a	 transitory	space?	What	

happens	 inside	 and	 outside	 of	 these	 places,	 which	 are,	 due	 to	 their	 transforming	 nature,	 places	 of	

events,	of	unrepeatable	actions	and,	thus,	performatic	places?	

This	 exhibition	 ‘place’,	 it	 immediately	 becomes	 a	 space	 of	 representation	 and	 then	 a	 space	 of	

possibilities	emerges	(Rogoff,	2008).	These	strangely	familiar	objects	and	forms	have	a	transient	nature,	

they	are	among	several	things.	Things	we	know,	but	things	we	do	not	know	and	do	not	name.	They	are	

objects	 that	 allows	new	possibilities	 of	 relations	 and	 intra-actions	 (Barad,	 2007)	 and	 this	 allows	us	 to	

explore	the	idea	of	subjectivation	as	a	way	of	negotiation	between	different	matters.	

Is	the	process	of	subjectivation	a	process	of	becoming?	What	matters	to	the	person	that	comes	to	the	

museum?	Is	the	museum	merely	a	bridge	to	the	city,	translating	exhibitions	and	collections,	or	we	can	

generate	knowledge	and	produce	new	senses	with	and	for	our	audiences?	

Do	 we	 have	 to	 create	 new	 strands	 from	 the	 ones	 that	 Carmen	 Mörsch	 proposes	 (Mörsch,	 2009)	 -	

Affirmation,	Reproduction,	Deconstruction,	and	Transformation	-	or	Nora	Sternfeld	suggests	(Sternfeld,	

2017)	 –	 challenging	 the	 archive,	 appropriating	 the	 space,	 organising	 an	 oppositional	 public	 sphere,	

producing	alternative	knowledge,	radicalising	education.	

Can	 both	 of	 these	 contributions	 generate	 a	 discursive	 claim	 within	 the	 problematic	 field	 of	 artistic	

education,	particularly	with	regard	to	different	working	contexts	Institutions	and	their	configurations?	

I	 like	to	think	of	a	micro	space	of	the	event,	which	will	be	very	close	to	the	 idea	of	the	event	of	Alain	

Badiou	 (Badiou,	 2005)	 as	 something	 that	 interrupts	 repetition,	 as	 something	 that	 builds	 within	 itself	

modes	of	functioning	that	do	not	depend	on	any	of	its	actors	,	but	which	arise	within	the	very	context	in	

which	it	is	inserted.		



I	also	have	some	strands	for	this	space	–	micro	space	of	the	event	-	a	performative	space,	a	disruptive	

space,	a	transforming	space,	an	unknown	space.		

PERFORMATIVE	 because	 on	 the	 one	 hand,	 ‘Performance’	 constitutes	 an	 object	 of	 analysis	 in	

performative	studies	(i.e.,	 in	the	various	practices	and	events,	such	as	dance,	theatre,	rituals,	funerals,	

weddings…),	 on	 the	 other	 hand,	 it	 is	 a	 kind	 of	 a	 methodological	 lens	 which	 allows	 it	 to	 observe	 a	

phenomenon	as	a	performance.		

Performance	 is	 understood	 here	 as	 ‘a	 system	 of	 acquisition,	 storage	 and	 transmission	 of	 knowledge,	

which	expands	our	understanding	of	the	actual	idea	of	‘Knowledge’	‘(Taylor,	2003)	and	which	‘function	

as	acts	of	vital	transfer,	transmitting	social	knowledge,	memories	and	a	reaffirmed	sense	of	identity,	or,	

according	 to	 Richard	 Schechner	 «Twice-behaved	 behavior»”(Schechner,	 1985),	 in	 other	 words,	 an	

incorporated	knowledge.	

	DISRUPTIVE	 because	 it	 causes	 rupture	 with	 the	 familiar	 and	 the	 instituted.	 Because	 it	 interrupts	

repetition	within	an	event	 (Badiou,	2005).	An	event	 that	 is	 closely	 linked	 to	 the	 relationship	between	

expectations,	appearances	and	meanings	(Peirce,	1958).		

TRANSFORMATIVE	 because	 it	 functions	 as	 a	 system	 that	 reveals	 new	 forms	 and	 constitutes	 itself	

politically	as	an	agent	of	social	change	(Mörsch,	2009a).	Because	it	assumes	itself	as	a	problematic	space	

that	questions	the	system	itself,	revealing	its	mechanisms,	but	above	all	rethinking	them	and	expanding	

them	to	previously	unknown	ones.		

UNKNOWN	because	it	is	only	known	in	the	moment	it	becomes	an	event.	Here	I	like	to	mention	Dennis	

Atkinson	 (Atkinson,	 2011)	who	 tells	 us	 about	 the	 concept	 of	 panoptic	 space	 or	 surveillance	 space.	 A	

space	where	 everything	 seems	 to	 reveal	 itself	 before	 the	 real	 event,	 where	 the	 forces	 of	 power	 are	

invisible	and	where	a	timeless	chain	of	knowledge	arises.	

This	is	where	I	am	today.	Not	tomorrow	or	yesterday.	
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Theoretical framework and questions to be discussed 

Recent years have been marked by deep transformations in cultural policies and practices, 
which accompany the emerging reflection on ways of thinking of possibilities for the public’s 
involvement entailing democratic and socially committed action. 
Museums and cultural institutions form part of complex sociocultural spaces that are 
recognizably – and increasingly – heterogeneous, so it is an enormous challenge to politically 
and critically place a museum in its own context. In fact, we acknowledge that institutions are 
more open to their own context, envisioning the engagement of citizens. However, these 
initiatives generally originate in an institutional need directed from the centre to the periphery, 
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and they do not challenge the traditional hegemonic and colonialist models or constitute a 

change within the institution. 

Some theoretical approaches focus on the premise of integrating collaborative processes, 

based on spaces of critical reflection and negotiation, as pillars for the formation (and 

transformation) of institutions. Carla Padró (2004) suggests that a possibility for change could 

be seeing the museum as a place of conflict, where multiple participants, institutional 

professionals (whose roles and functions intermingle) and the public can negotiate cultural 

policies, practices and meanings. Bernadette Lynch (2011; 2016) points to the inclusion of 

collaborative reflexive practices with the community’s partners, whom she calls ‘critical 

friends’ (2016, p. 30), placing them here as essential elements for the promotion of active 

engagement with civil society. In line with this perspective, an entire practical community 

becomes involved in the process of constructing new knowledge. 

The idea of creating an opening for a new positioning of the audience is based on the 

transgression of the traditional relationship between the producer and the receiver, the artist 

and the audience, the actor and the spectator, as well as on the affirmation of new proposals 

for participation, which now position the traditional visitor as co-author (Acaso, 2012). 

In the context of non-formal education, Carmen Mörsch’s (2009; 2011) study on gallery 

education ties in deconstructive and transformative discourses with a position of critical 

education – the deconstructive discourse is associated with a reflective and critical approach 

to institutions and to cultural and education processes, considering their deconstruction; while 

the transformative discourse is connected to shifting institutions out towards local contexts 

and incorporating contextualized projects related to issues of social struggle into negotiated 

processes. In this way, collaborative processes and real participation take place in a 

widespread manner, thus creating actual change in the institutions themselves and in their 

relational policies, challenging unidirectional and paternalistic structures, and enabling them 

to also become agents of social change (Mörsch, 2009; 2011).   

 

With this research, I seek to reflect on the space of the educational in cultural structures, to 

study and to explore relational and participatory possibilities in educational practice which 

translate into social commitment, and I attempt to understand which meanings those 

possibilities can create in educational practice and in museums.  

The research process takes as object of study the Douro Museum in its educational action. 

This is a territory museum whose educational approach involves the subjective as well as 

multiple fields of knowledge – particularly the artistic in its performative dimension – observing 

and reflecting on the landscape and the world. By analyzing its annual programs, I recognise 

a particular focus on qualitative processes which are given to research and exploration 

situated in the landscape, among the spaces of the territory. There are projects that include 

processes of research and production of multimodal content about stories and events, people, 

things and places, and which emerge as a possibly alternative way of thinking about the 



educational that is open to other ways of being. 

This communication will give particular emphasis to the BIOS Project and its dynamics. I aim 

to raise some points that synthesize the analytical and reflective approach (in progress) 

around the project. Therefore I will present a reconstruction of the project – a reconstruction 

accomplished by analytically reading the documents produced by the Museum, particularly 

those developed by the educational service (annual programs and publications, and audio-

visual documents), by observation in the field, and by formal and informal conversations with 

the educational team – which enables me to formulate some questions and to define a 

position for the research at the Douro Museum. 

 

The BIOS Project (a part of the I am Landscape [Eu sou Paisagem] program since 

2011/2012) consists of an annual multidimensional project that is open to all the collectives in 

the region interested in participating in various dynamics focusing on a theme previously 

defined by the educational team. The work process includes several proposals for joint work, 

among which I would like to highlight the following: 

 

i) A group for follow-up and discussion of the project’s processes (Serviço 

Educativo do Museu do Douro [SEMD], 2015; 2016). This refers to a team of 

collaborators participating in the project, most of them teachers, who have 

become involved in thinking about the themes, processes and means of 

educational proposals and pedagogical strategies.   

ii) Practical work sessions are included with participating teachers, where themes, 

concepts and work guidelines are shared and discussed. 

iii) The workshops and thematic meetings that form part of the project are proposed 

by the educational team, and include the collaboration of artists and experts from 

different fields. The workshops are designed together with the educational team, 

experienced by the teachers participating in practical work sessions, and applied 

with the students. 

iv) The project’s publications – BIOS Zines – rather than just documenting the 

project’s details, goals, methodologies and procedures, also attempt to analyse 

the research and the work processes in order to contribute new perspectives on 

educational work. These publications seem to emerge as objects that materialize 

a collective process and translate into alternative possibilities for the participants 

to voice their views. The publications aim to provide a mark of the agents 

involved in the process, as well as to be free spaces for creation.  

 

The project’s reconstruction helps define and state more clearly the points to be explored in 

the research: which possibilities for educational discourse are considered in those spaces; 

which negotiation processes are envisaged in their conflict zones; how dialogical and 



negotiation processes can be part of a museum’s educational action; and which meanings 
they can create. A legitimate question will try to understand the implied possibilities for 
involvement that actually come up in these spaces.  
One of the main aspects of collaborative work is understanding how to negotiate the 
conditions for participation and what type of negotiating will be necessary (Clifford 1997, 192). 
It is important to consider the different interests and conversations that can take part in a 
museum. The idea is not to find a consensus, but to live through the conflicts that expose the 
differences, the approaches and the singularities of those involved in the relations.  Rather 
than passing on knowledge in only one direction, knowledge and experiences would flow in 
the various directions of the agents involved, while also including them in the construction of 
new meanings and actions. They would not only be consulted, but their different knowledge 
and experiences would be considered and compared, different ways of acting and 

collaborating would be negotiated, and decision-making would therefore be an interactive 
process.   
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This paper presents a research based on artistic production, which aims to problematize the triple condition of 
the subject within the arts education field: artist-researcher-teacher (Irwin, 2009). The subject, and at the same 
time, the object of the investigation, does not have a fixed identity and closed on itself. It is constructed under a 
dynamic form of wandering and by the emphasis given to the itinerary.

The navigation map for the article is drawn in a strategy of unfolding the experience of the subject in the 
different times: the observed, the lived and the thought. Taking this orientation into account, the following topics 
are then developed within each of the times: “The Roadmap - Home, Instruction, Support” focuses on the 
critical historicization of the archive; “In Apnea - Urban Wandering” the work’s process of production under 
analysis is deepened resorting to concepts of temporality and event; and lastly “Drifting - Radicant and 
Nomadism” I migrate the proposals of radicant and nomadism from the space of contemporary art to critically 
reconsider the a/r/tographic subject.

The gesture of bringing an arts-based research into arts education may itself be the object of complex 
reflection. The work here in question, however, is to recognize the configurations of this passage places: 
by the archive, the memory of memory, temporality, event and also by the visual technologies. In this sense 
it is proposed an exercise of auscultation of the functioning of the processes - ways of thinking, making and 
questioning - of the artistic, through the experimentation of a certain theoretical field. It seems relevant to 
the ongoing problematization resort to a methodology based on laboratory practice, that is, to experience a 
reflective writing in the first person and in three voices.

archive / memory / temporality / event / arts-based research



Gabriel Orozco Isla en la Isla (1993) photography.
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This paper proposes a reflection on the subject artist-researcher-teacher (Irwin, 2009) in arts education. 
The subject’s triple condition will be the object of problematization, locating it within the artistic production 
and, in particular, in the work The Quest of the Lonely Dorymen. I seek to explore through this video the 
connections between the audiovisual medium with other forms of knowledge, including writing, and how 
these different representations relate to theory.

The intersubjectivity of the experience will be conducted by three temporal markers: the Observed; 
the Lived; and the Thought. The need to draw temporal frames allows me to operate three-voice writing 
on the different stages of the artistic process and, in a way, aims to facilitate clearer communication to the 
reader.  These markers, however, will tend to trespass their own limits since often the conjugation of the 
times of experience are materialized in an anachronistic and fragmented way. I then present the sections 
to delve into from each of the times respectively.

 In the first topic, one accesses a family archive seeking to bring to visibility a cartography of 
the aesthetic, social and political discourses in the Estado Novo’s dictatorship. The Cod Campaign was a 
corporatist project - the maritimism - implemented in the coastal communities during this period, central to 
the current configuration of Aveiro’s landscape. In another point I will problematize the relationship between 
visual technologies, the archive and the social engagement of the artist with a particular collective memory.

The second part interconnects the genealogy of the private with the gathering of images in loco in the 
city. Initially it focuses on artistic production and its framing with contemporary artistic practices, committed 
to the traumatic and the asynchronous (Foster, 2002), to think about ruins as allegory of the traumatic 
memory. It will also relate to creative experience from a drawing made by a student. From the artistic 
making, temporality and event generate an analogous thought about memory of the memory in the 
learning process of signification.

Finally, I will make some critical propositions in relation to the a/r/tographic subject model and then 
mobilize the concepts of radicant and nomadism (Bourriaud, 2011) external to the field of education. The 
exteriority and, in turn, the displacement of the theoretical-methodological prism intends to establish new 
horizons in the investigation of the multiple subjectivities within arts education.



1 |  T H E  R O A D M A P  -  H O M E ,  I N S T R U C T I O N ,  S U P P O R T

- 2 -

The archive was dispersed by my grandfather's office, although, to my astonishment, kept in extraordinary 
conditions. The scent of old paper, very yellow from tobacco, was felt. It was meticulously organized 
by specific typologies: piles of photographs in a plastic bag, important documents in envelopes inside the 
drawer, the logbooks arranged inside the old desk; the films were in their boxes in the closet next door.

The first part of this article is a venture into this family archive1, composed of a collection of images 
and documents. The narrative logic, the guiding thread, of what laid before me was imperceptible - by the 
diversity of sources - and fragmented by temporal gaps. It made me perplexed not to know all these stories. 
It was a perverse wonder, I would say. It is a voyeuristic impulse to look at others’ past as if we were 
looking through the doorway for a body that strips off – an indistinct body. Amazement sharpens curiosity, 
and curiosity activates an enigma. The urge to look into the other, as familiar as my grandfather, was an 
intimate and reserved act. I wanted to decipher the enigma, but it was clear that some keys to accessing 
the crypts of the archive were no longer in the office, or just inside that body of memories.

The analysis of the archive according to Foucault (1995) functions like a privileged region: at the 
same time next to us, but different from our actuality, it is the border of the time that surrounds our present, 
that dominates it and that indicates it in its otherness, it is what outside us bounds us. But the threat to 
end where I started was always imminent: a reconstitution of facts and an organization of documentary 
images. In other words, accessing the non-lived, to memories extrinsic to my chronology, always reveals an 
insufficiency and, above all, it is a construction of a (another) fiction.

It seemed appropriate to use a critical strategy against the archive, starting now a retrospective 
fieldwork (Pink, 2007). The intention of collecting the images was to question the archive. In this sense, the 
approach to the collection obeyed an effort of historical contextualization: of the presence of cod fishing on 
the private, society, and the state during the decades from 40 to 60 of the twentieth century. The nostalgic 
imagery of great fishing tradition, which still today is heard and remembered on the coastline, motivated 
a problematization of information, documents, testimonies and discourses that were primary sources 
(some officials, others unofficial) of the Estado Novo’s  [New State] maritimism [maritimismo]. In parallel 
with retrospective fieldwork, I had also begun a few years ago collecting images, photographs, and 
videos, from places in the city of Aveiro that somehow supported this past. These places, almost extinct 
from the city landscape, were neglected by oblivion, having a decadent and fragile appearance today 
(Figure 1). It is now important to focus on the relationship between the archive and the visual technologies 
greatly used in either that archive that was appropriated or in the other one created by me.
1 Lar, Instrução, Amparo [Home, Instruction, Support] is an emblematic trilogy of the “obra social das pescas” [social work of fisheries] 
widely diffused through the propaganda brochures and the official press of the Estado Novo. We can find on the official press monthly 
periodical publications of the Boletim da Pesca [Fishing Bulletin] and the Jornal dos Pescadores [Journal of the Fishermen], both edited 
and supported by the Organização das Pescas [Organization of the Fisheries]. On the same level, the influence of propaganda on the 
fishing communities’ culture also materialized in other aesthetic works. I’ll mention some: the book “The Campaign of the Argus: A 
Journey to the Banks of Newfoundland and Greenland” (1951) by Alan Villiers, with translation by José da Natividade Gaspar; the 
documentary by António Veríssimo “Acção Social ao Pescador” [Social Action to the Fisherman] (1958), a work commissioned by Captain 
José Maria Vilarinho to present Commander Henrique Tenreiro, figure known as the “boss of fisheries”; and the National Geographic 
Society “The Lonely Dorymen - Portugal’s men of the sea” (1967), directed by George Sluizer. Also noteworthy for the rebirth of the 
Portuguese Merchant Marine and the return to the sea, stands out the “ Despacho 100” [Dispatch 100], dated August 10, 1945, signed by 
the Minister of the Navy Américo Tomas.

There is no political power without 
control of the archive, if not of memory 
Derrida, 1995, p.11



The potential of photography or video as privileged "real" capture and recording devices entails a double 
danger to the archive. The first risk is based on the "image- truth" paradigm, that is, on the assumption 
that these visual technologies, as remembrance mechanisms, confer a more direct and therefore more 
authentic degree of truthfulness of the reality that it seeks to portray. About the photographic medium Belting 
(2014) denotes that the guarantee of facts and evidence is a well-placed trap of an allegedly incorruptible 
medium since all media and images involve a part of uncertainty and lend themselves to manipulation.

In effect, and against the superficial argument of "image-truth" in favor of "image-representation", I stress 
the following: the propaganda strategy of the Estado Novo to motivate adhesions and popular aesthetic 
emotion, implied the co-optation of ethnographic customs and of local traditions, the dissemination of 
folkloric imagery discourses, as well as the initiation of public ritualizations strongly staged. These aesthetic 
manifestations sought to support, ideologically, the seminal project for their national political economy - the 
Cod Campaign. The resurgence of the Frota Branca [White Fleet] and the sailor-fishermen, inspired by 
the discoveries five centuries earlier, found in their epic nationalist narrative their "image-representation." 
Fishery communities represented the nation’s reunification with the sea and, as human and material symbols, 
they became ideal aesthetic-political instruments for the "staging" of the fascist regime.

The second treacherous situation regarding visual technologies and the archive compels another sort 
of reflexivity, a more ethical one: the social engagement of the artist with collective memory. A political but 
also a critical look urges me to be conscious of the various symbolic layers, and their visual dimensions, 
inscribed in this collective memory - ways of seeing and being seen. What are the architectures of power 
built inside and outside the community? What political and historical conjunctures are (still) present in this 
social landscape? Since the city itself is an open and permanently changeable archive body, the remnants 

Figure 1. Mariana Mendes Delgado, O Palheiro # 1 [the hayloft #1], 2013, photography.

- 3 -



of the maritimist ideology are thus visible. From my point of view, it seems to me pertinent to point out, in 
a historiographical perspective, some events of the fascist past that I consider determinant for the current 
map of collective memory in this community.

Aveiro presents, in its urban organization, the capitalization of its natural and human resources (Figure 2), 
potentialized during the Estado Novo’s period. Between the late 1930s and the mid-1960s, traditional fishing 
was institutionalized, fishermen were recruited for industrial fishing, the construction of a sea port where 
companies of ship-owners were besieged, the salt industry was established in full (furtively exploiting the salt 
flats of the ria [river]) and was built the cod drying industry, now-defunct. 

Figure 2. Sem Título (A Ria da Aveiro) [untiled (the River of Aveiro)], 1964, digital slide. Source: family archive.

The Estado Corporativo [Corporate State], therefore, offered to the coast the obra social das pescas 
[social work of the fisheries], reason why in the main maritime populations were built, from the Junta 
Central da Casa dos Pescadores [Central Board of the House of Fishermen], local Casa dos Pescadores 
[Fishermen's Houses] where the social cooperation agencies operated. The Estado Novo’s social policy 
sought to restrain the fishermen by aggregating and setting the fishing populations in clean and picturesque 
architectural collectives, offering economic housing so that the arrangement of the houses suggested a 
certain social hygiene. Thus were created the Bairros dos Pescadores [fishermen neighborhoods]. Also 
important for authoritarian and totalizing social control, agreed upon in an inbred logic of ghettoization and 
assistance, infrastructures have been built in these places as diverse as: aid stations, community centers, 
churches, childcare centers, nursing homes, homes for crafting and domestic work and schools.

In summary, the program of material, moral and religious assistance (Garrido, 2016), based on a paternalistic 
logic, directed in perfect harmony the idea of corporatism, serving only the ultimate function of a social control 
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device: to repress the instability typical of this profession, to prevent insubstantial agitation and mistrust 
of seafarers, to neutralize the asymmetries of representation, to protect and to strengthen the providential 
societies of the littoral, and more subliminally for the "moral training and learning of a nationalist work ethic".

Once lost or atopic, this archive has become materially present within the work. As the artist Stan 
Douglas explains his archivist practice saying: “I have been preoccupied with failed utopias and obsolete 
technologies. To a large degree, my concern is not to redeem these past events but to reconsider them” 
(Douglas, 1998, apud Foster, 2002, p.139), to actualize the archive is to make the intentional gesture of the 
counter-memory or, if we wish, to bring to the present an alternative knowledge. Without ever suppressing 
the archive, rather on the contrary, the video incorporated it in form of destabilizer of meanings, ruled by 
connected and disconnected mutations. Thus, the artistic process was geared to a mechanism of temporal 
displacement and, at the same time, estrangement from the familiarity of the body of images evoked 
in the work. In the latter case, it is the possibility of recontextualising an iconography inherent to the 
presented reality (Foster, 2004).

In my opinion, this audiovisual work can only make its discursive polysemy operational if we place 
it in the domain of a cryptic incorporation device. For an understanding of this device may consider the 
concept of crypt:

What is a crypt? A crypt is not presented. A certain arrangement of places is established to 
conceal: something, always, somehow, a body. However, to conceal also the 
dissimulation: the crypt that itself disguises itself hiding. Carved in nature, exploring 
sometimes the accidents or data, these places are not natural. [...] The crypt is not, 
therefore, a natural place, but the remarkable history of an artifice, an architecture, 
an artifact (…).” (Derrida, 1999, p.272, [own translation])

According to Mario Perniola, who retrieves the text "Fu(o)ri" (1976) from Derrida, the work of art 
is "the singularity of a space that defines both interior and exterior (...)" and in this sense, “the crypt is «a 
place understood in another, but strictly separated from it, isolated from general space through walls, an 
enclosure, an enclave: and is an example of an "intestinal exclusion" or "clandestine inclusion"». Abraham 
& Torok, 1987, apud Perniola, 2006, p.108.)

The experiences of visual technologies, archival analysis, and biographical cut-outs are intertwined in 
the creative process. By causality, artistic practice is crossed by a complex process of (res) signification, 
of "a productive agreement between singular discourses,"articulating “different elements to work together" 
(Bourriaud, 2011). It is precisely the inseparability of this paradoxical dialectic that the "work of the 
philosopher-artist will be the guardian of tombs. If you consent to the introduction of curious, importunate 
or detectives, it will be to point them to false clues or tombs in disguise. Those who are entitled to the 
visit will be subject to various maneuvers and manipulations. The life of a tomb guardian - having to face 
this heterogeneous crowd - must therefore be made of malice, shrewdness, and diplomacy." (Abraham & 
Torok, 1987, p. 247, apud Perniola, 2006, p. 109, [own translation])
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At the turn of the century, Hal Foster in the chapter "This Funeral is for the wrong corpse" (2002) configures an 
artificial taxonomy for the panorama of contemporary artistic practices. As he explains these categories tend 
to go beyond their own limits, their systematization is merely nominal, and therefore artificial. The author relates 
these practices with being committed to formal transformations – semi-autonomy of the medium – but also bind 
to extrinsic concerns to the field of art (i.e. social issues). Therefore, the artistic projects determined by them 
emerge to restore the mnemonic dimension to contemporary art, and to resist the totalitarianism of the design-
and-display culture. Four kinds of practices are proposed: spectral, incongruent, traumatic and asynchronous, 
of which I will mobilize the latter two.

Through the traumatizing and traumatic repetition of images, the media explore the phantom of catastrophe 
in three arenas: trauma, such as past violence, shock, violent intrusion in the present, and apocalypse like 
that of the future. Foster (2002) reflects that from the totalitarianisms of the twentieth century and the trauma 
resulting from the great wars, what happened to them was a failure to mourn, a kind of cultural blockade. 
This refusal, or failure, has assumed itself as a compensatory imperative to remember in the form of museums 
or trauma studies of any kind. In today's pathologized public sphere, they reduce trauma to a set of psychic 
functions perfectly aligned with contemporary cultural sensibility and, once again, fulfill a more automatic than 
mnemonic imperative. But trauma is the search for a certain 'real' defined as lost or impossible, which can 
only be experienced as a reflection on the limit of the experience itself, that which threatens symbolic stability 
and which is accessible only in the fissures of representation. It remains for contemporary art to break with 
this traumatized mediatic realism, shifting the images to a 'real' in a lacanian sense, i.e., in an inscription that 
is constitutively impossible.

Essentially contingent and dynamic, ruins are "an aesthetic register of contradictory signs, at the same time 
a symbol of eternity and persistence of places and a mirror of their decadence and transience" (Domingues, 
2017, p. 20)2 . In my view, two works paradigmatic in the contemporary apprehension of trauma-as-ruin are 
Hans Haake's "Germania" (1993) and Gerhard Richter's "October 18, 1977" (1988). In the circumstance of 
the work under analysis let us look at them, the ruins, as an allegory of the traumatic memory. Put another 
way, it is the metaphor - visual, aesthetic, sensitive - of the remnants of a building that existed before this state 
of dissolution. If allegory is an 'image' of the location of an identity place (the traumatic memory) marked 
by events that are constitutive of this identity, then it is necessary to summon the spectator to an active 
imagination dynamism, to confront understandings of the domestic space, by exploring the ambiguous 
spatiality (and also temporality) of the past (Trigg, 2009).

The most obvious relation to traumatic memory in the video is the incorporation of testimonies’ citations 
that embarked on the White Fleet (Figure 3), and passages from my grandfather's logbook (who was captain 
of a mother-ship) from the Estado Novo’s3 [New State] period. 

2 Domingues, A. Lugares em Estado Latente [Latent Places]. In Ipsilon (n. 9766). Público, 13 jan. 2017, pp.17-20. 
3 In the Portuguese context, multiple readings of historical trauma can be weighed against the Estado Novo’s dictatorship - colonial   
warfare, social indoctrination of the church or corporatism, among others. I emphasize that it was the longest authoritarian regime 
(1926-1974) in Western Europe, lasting 48 years.

True travellers, like most photographers, know 
that they will not find what they are seeking. What 
they are interested in is the experiment and the 
path. Blaufuks, 2006
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Figure 3. Sem Título (A escala) [untiled (The Scale)], 1964, digital slide. Source: family archive.

The names of all individuals are kept anonymous and the transcripts authorial reference are undetermined 
(not to be called random) intentionally. What are the reasons for the obliteration of the name? Why veil the 
figures visibility? In what sense is appropriation also a process of anonymization? Is there a risk of silencing 
those who had already been silenced? Of being doubly desubjectivated from history? How can the visibility 
of testimony be negotiated within the artistic practice? Let stand these questions...

Secondly, asynchronous practices (Foster, 2002) identify with the strategy of constructing a new medium 
from old, obsolete forms, by grouping different temporal markers into a single visual structure. In fact, it is 
a practice of double reflexivity: the (re) constitution of a medium recursively is, at the same time, open to 
the social content in such a way that, reminds us, "«form» is often nothing but «content» that has become 
historically sedimented" (ibidem, p.137).

In this sense the incorporation, or the anachronistic materiality, of the digital and analog media in the video, is 
to bring the first one that realizes in the present and the last restored from the past, summoning them to a single 
visual structure, a (poetic?) narrative between past and present.

The realization of the digital images approached a para-photographic capture. That is, near the staticity 
of the photograph, it is drawn an adynamic action constituted by a set of movements almost imperceptible 
to the observer’s eye. The panning movements (especially horizontal) are directed by a fixed camera, which 
only rotates on its own axis, to go visually describing an environment, while establishing a geographic context of 
the place: the landscape of nature implanted in a precarious, cluttered and moving urban environment. The use 
of the para-photographic strategy is a technical counterpoint in the spatial-temporal structure of the sequence. 
Moreover, it is a political position: a slow, long, numbed wander, to resist the speed of media images; and the 
consequent restricted selection of plans, seeks not to yield to the vertiginous urgency of the image in the public-
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private sphere. As far as the analog device is concerned, the images are constructed by travellings. The word 
traveling is metaphorical here: if on the one hand it is used to describe the movement technique of the camera (the 
shift from right to left, and vice versa) in pursuit of the object, on the other hand, the subject is himself an itinerant 
navigator who seeks to fix these transitory landscapes of the journey, by recording them.

The truth is that filming took a long time: there was no apparent reason. It was then the moment of 
letting the memory act as a sedative to the spectacularity of the place. Anesthesia seized another year to surpass. 
Memory was also an inhibitor of ready and seductive fascination that the private archive awakened. It took 
distance and withdrawal, forgetting and losing sight. Otherwise it would have been affectionately overwhelming. 
I un-imagined this real to reflow to those images, mine and my grandfather’s. It happened (to me) somewhere...

Concerning the ‘memory of memory’ problematic within artistic experience it seems important to leave aside 
temporality to use another lens: the event. I will present in the following paragraphs some considerations arising 
from the production carried out by a student whose central object is a drawing.

Figure 4. Mariana. O pigmento.[The Pigment] 2016, drawing, colored pencils and felt tip pens on recycled paper.

The end of the project 4 with the children was coming. I asked them to select some works that, in their opinion, 
were relevant to reflect on the journey performed over those months. A moment of opening and sharing was 
followed by a conversation. Through babelic dialogues, impatient bodies, elective indecisions because 
of the tyranny of choice, and the listening that was nothing but boring, some staggering episodes still 
escaped, almost unharmed. 

4 The activity “Andar aos Papéis/Topsy-turvy” took place at the primary school of Fonte da Moura in Porto, from March to May 2016, 
with the 2nd class of 19 students, in cooperation with the teacher Cristina Sousa. CREARTE (Creative School Partnerships with Visual 
Artists), is a project for experimenting pedagogies based on contemporary art practices in primary schools.
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It is the case of Mariana’s drawing of the pigment box (Figure 4). She chose him as a favorite, but the 
reason for this choice was not obvious either in the formal composition or in the specific action that triggered 
it. The final image did not matter to her. Therefore, it did not seek to choose the most 'beautiful' work, nor 
the most 'well done' out of the portfolio. I also realized that the exercise proposed for that drawing was not 
interesting for her. So It had several complex layers of the subject’s interaction in relation to a particular event. 
But still, why this one and not another image?

At last Mariana revealed that through an exercise – the observational drawing of the pigment box - it 
reminded her of a material and a specific procedural action performed in the past, prior to that image. In truth, 
during the project, the pigment material was introduced to the students at a very early stage, becoming a 
transversal instrument to their plastic exploration. This situation illustrates the argument previously proposed, 
now in the form of event: the result of multiple learning processes and learning of one's own processes, 
experience is not limited to an ascending and evolutionary line that may or may not end in the final moment. 
Therefore you “(…) do not just create an event: for there to be an event it is necessary for me to feel this 
happening as one for me” (Diano, 1994, apud Perniola, 2006, p.94). Sometimes an event is somewhere else, 
because this only happens " when I, instead of being a prisoner of the opposition between interior and exterior, 
between subjectivity and world, I find a constructive solution that allows me to put in a positive way in a process 
which goes beyond my person.” (ibidem, p.95).

What makes this critical incident interesting is the way in which the student exposed and justified her 
choice through the juxtaposition of various times of the experience in her object (the elected). Mariana has 
positioned herself subjectively, in the same way that the contemporary is in the agambenian sense. Here, 
the word contemporary is relevant. However, being tacitly present, the proposition presented by the German 
Boris Groys seems to me to be more fruitful for the argument:

“Here I would like to mobilize a somewhat different meaning of the word “contemporary.” To 
be con-temporary does not necessarily mean to be present, to be here-and-now; it means 
to be “with time” rather than “in time.” “Con-temporary” in German is “zeitgenössisch.” 
As Genosse means “comrade,” to be con-temporary—zeitgenössisch—can thus be 
understood as being a “comrade of time”—as collaborating with time […].” (idem, 2009, p.6)

See, in short, how Mariana’s event structured, connected, the processes: first, a new material, the 
pigment - this is the event. Then, in an observation exercise, she chose the box to draw. Finally, she chose 
this work because, as she told us in conversation, the class where we worked on with the pigment was the 
most meaningful for her. So, it is a consequent drawing of an event, but whose embodied relationship - 
drawing / image / memory / event - is structured in several degrees of temporality in the artistic process: 1. of 
the image of the thing (pigment - object); 2. of the image of performativity (pigment - action) and 3. of the 
image of matter (pigment - material). 
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3 |  D R I F T I N G  -  R A D I C A N T  A N D  N O M A D I S M

Although up to now, the a/r/tographic subject proposed here has been the possible theoretical-methodological 
research tool to think about the subject of arts education, it presents epistemological limitations, including 
ontological formulation failures, which poses problems of actuation through this model of research practice. 
The transversal question to a/r/tography "Who is, or can be, the artist-researcher-teacher?" it is dogmatic and 
definitive for the project. This question implies a strategy that keeps researchers working under a unifying 
concept of the vital subject. It is in this sense of the subject that I will make some critical arguments.

The image of vitality (coming from the contemporary philosophy of life) is structured in the proposition 
theoria/praxis/poiesis with the aim of reterritorializing the 'image of the world' in the praxis of the subject. The 
subject therefore becomes ostensibly capable of anything and everything, an infinite subjectivity that benefits 
from an infinity of means for praxis. The vitality of the artist remains prisoner to his/her creative drive, the 
life of the self-negotiating subject becomes the primary orientation of his/her research. The poststructuralist 
impulse of multiple subjectivities aligns and relocates the complex subject at the epicenter of the action 
(jagodzinsk & Wallin, 2013). But to what, who, or for what purpose is this subjective complexity?

A/r/tography is a territorializing machine that captures everything in a place under the mark of transcendence 
(ibidem). The vitalism of subjectivity sets in motion a limitless connectivity, which allows the subject to operate 
and circulate freely in the territories without the confinements of social codification. In fact, the singularity is, 
in this light, an anthropocentric idea, considered as a positive condition for the experimental transformation 
of the subject, while legitimizing the composition of complex social assemblages.

It is a management model capable of dealing with the difference that circulates within the representation 
framing (given the structural power relations in play) and thus closer to ethnographic action. Key concepts - 
originators of an a/r/tographic ontology - such as relational, becoming, affect, openness, semiosis, are 
conventionally formulated in representational terms. 

This poststructuralist research practice progressively empties itself of its initial liberating force when 
confronted with new forms of arts-based research. Although not intentional, the praxis of a/r/tography is 
in accordance with the logic of neoliberal reality principle. This approach is, in other words, a function of 
power, an accomplished figure of a double desire: the market economy and the new political and economic 
demands of universities, - the latter being corporative modulations of education, which 'produce' citizens 
with flexible market skills. While on the one hand the interminable connectivity, above mentioned, is the 
transfiguration of communicability, which is characteristic of the deterritorialization logic of global capitalism 
(Guattari, 1995, apud jagodzinsk & Wallin, 2013, p.90), on the other hand, the market economy is not afraid 
of the difference - the multiple singularity - on the contrary. At the same time as it governs the entropy of 
flows, in which neoliberalism is necessarily parasitic, the contemporary market economy fears instead the 
cessation of difference (Deleuze, 2004, idem, p.91). 

The critical propositions made before determine the impossibility, or enormous limitations, to examine 
the artist-researcher-teacher subject. It becomes imperative to go further than prescription, beyond than 
this hermetic discursive order. Such exercise means bidding methodological, conceptual and theoretical 

In a society of control, where the production and management of 
knowledge and information has become primary, the hegemonic 
Educational Imagination has the structure of a ‘learning society,’ where 
‘learning to learn’ is the master signifier that enables a flexible subject 
ready to maintain the flows of capital jagodzinsk, 2010, p.2
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alternatives that, admittedly, are not totally extrinsic to the model that is problematic for me.

For Bourriaud (2011) collaborative experience between subjects, promoted by the artistic scene, should 
extend to external relations beyond the institutional space and the field of art. For Perniola (2005) however 
the territory of contemporary art has already expanded in an extraordinary way and "can be interpreted as a 
transgression of frontiers". The author chooses to advance in the critique of transgression: "It is necessary 
to abandon the idea that transgression constitutes in itself an effective type of opposition. Its controversial 
function has now completely exhausted itself. An opposition that is determined on the basis of what it denies 
was already to Nietzsche a merely reactive opposition, incapable of asserting the autonomy of the difference 
itself.” (Perniola, 2005, pp.79-80). More than a space of transgression, I propose the construction of a "space 
of negotiation", not in the sense of postmodern multiculturalism but, in my view, under the conditions in which 
the authors jagodzinsk & Wallin (2013, p.8) state: “(…) as art productively fails to aspire to the reflection of 
the world, or rather, betrays the orthodox organization of sense into aesthetic judgment, it becomes a tactic 
for desedimenting the habits of relation and recognition.”.

Instead of fragmenting/locating each denominator of the artist-researcher-teacher’s identity, of confining 
to isolation art and education, I privilege the tone of performativity given to the itinerary. As it advances, the 
radicant causes its roots to develop and, like an ivy, grows the secondary roots alongside the main (Bourriaud, 
2011, pp. 50-54). In other words, my artist’s roots develops – selection, additions and multiplications– 
around the signs, as other secondary roots, in this case my involvement (socially and politically engaged) 
with the community, grow. In short, the subject develops its practice in arts education on the hosted grounds, 
conferring to these territories a dynamic and dialogical swing of meanings.

The nomadic collector of signs departs for a calculated cultural wandering, in a path that "traverses smooth 
territories—which allow multiple movements in indeterminate ways—expanding the borders of the territory as 
the movements further deterritorialize the striated and organized plane of the territory” (Boulton-Funke, 2015, 
p.34). It is then urgent to leave for a temporary and transitory inhabiting, to walk through the heterogeneous 
territories of art, society, and education in search of its fields of potentiality.

- 11 -



F I N A L  C O N S I D E R AT I O N S

First of all let me make a brief note on the title for this article. Just now? Why at the end of the journey? This 
is not the moment of arrival, not even of departure. I stayed off the coast without seeing any safe harbor, so 
I didn't tread on any solid ground.

68 ° North Latitude is an idiomatic expression in the fishing milieu that refers to the circle of maximum 
latitude in which the White Fleet sailed to fulfill the Major Faina in the Atlantic seas. In turn, the evocation 
of the word twilight is due to its ambiguity since it contains, in itself, a latent state: something that is neither 
completely lit nor totally dark. It is the temporal space that heads darkness or that precedes brightness. For 
sailors, it would be time to check the estimated navigation position by comparing the observed solar elevation 
angle, from the horizon to the star, with the expected aperture.

The voyages to Newfoundland, Labrador and Greenland in Canada intersected with Portugal, in the 
Aveiro’s ria [river] and in their community. An itinerary of wandering has been mapped to glean fragments of 
the urban landscape of the city and to explore, as far as possible, the weaknesses between ruins, nature, and 
men. The work The Quest of the Lonely Dorymen was a compass that guided this navigation and that allowed 
me to go closer to this interstitial arts education territory.

However, the difficulty of researching from artistic production (in particular, from visual technologies), 
besides not being 'obvious' in the academic world, is due to the fact that this methodology is not appropriable 
or convertible to another. Since image and word do not constitute by themselves as an illustration, visual 
evidence or evidence of experience; image and word re-contextualize one another because they are 
precisely different modes of representation (Pink, 2007). Some representations were informed by theory 
others provided a theoretical breakthrough to the ongoing research.

Who is, after all, the subject of arts education? How, when, where can it be?

Will it be a twilight subject? // Será um sujeito lusco-fusco?

«My» form-of-life relates not to what 
I am, but to how I am what I am. 
Tiqqun, 2010, p.22* 

  * TIQQUN (2010). Introduction to Civil War. A. Galloway & J. Smith (trad.). Semiotext(e) / Intervention Series. Vol.4. Londres: MIT PRESS.
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Mariana Mendes Delgado. Fábrica do Sal [Salt Factory], 2014, photography.

Sem Título (Os Dóris) [untitled (the dories)], 1964, digital slide. Source: family archive.
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 ABSTRACT                                              

 

The aim of this article is to share some of the investigator’s reflexions on artistic education in its 

relation to Special Needs Education, more specifically with students with Specific Individual 

Curriculum (SIC) as well as the part of the teacher of artistic education in basic education. 

While teaching artistic education to students with SIC in a school in the Porto area I developed 

the investigation based on the attitudes that these students expressed towards the different 

stimuli planned and created as well as the presence and importance of Visual Arts as part of 

these curriculums and regular education, and tried to explain who these students are from the 

moment they reach the classroom after the formation of work groups. 

In order to develop the investigation, a laboratory was created in the classroom, with the 

necessary authorizations both by school and educators. Several experiments were made, and 

presented further in this article, in which the way students engage and interact during the 

sessions was observed and analysed, and all duly photographed and filmed. These experiments 

were structured in frames and timing previously studied and organized, as to rouse different 

stimuli, looking for eventual different responses. The selected content to share in this article was 

modelling, once it is a material that allows specific sensorial relations herein to be explored, and 

on the other hand the unfamiliarity of the factor “mouldable” by the majority of the students along 

with the specific characteristics of the material and the technics involved, allowed to bring up 

rather particular experiences in each one of the students. 
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PRESENTATION 
 

   This presentation is part of the research I’m leading within the sphere of my doctorate in artistic 

education, entitled “About the relation between the artistic education and special needs education 

in context of specific individual curriculum (SIC) in elementary school”. For this presentation I 

have selected one of the experiences: clay modelling. 

   The research in general aims to share some of the researcher’s reflexions about artistic 

education in its relation to Special Education, particularly with the students with Specific Individual 

Curriculum (SIC) as well as the role of the teacher of artistic education in elementary school. 

   While teaching artistic education to students with SIC in a school in the Porto area I developed 

the study based on the attitudes that these students expressed towards the different planned and 

created stimuli as well as the presence and importance of the Visual Arts in these curriculums 

and regular education. I tried to explain who these students are from the moment they reach the 

classroom after the formation of work groups.   

   In order to develop the investigation, a laboratory was created in the classroom where, with the 

necessary authorizations both by school and educators, several experiments were undertaken. It 

was observed and analysed the way students engaged and interacted all duly photographed and 

filmed. These experiments were structured in frames and timing previously studied and 

organized, as to rouse different stimuli, looking for eventual different responses.  

   The selected content to share in this article was modelling, once it is a material that allows 

specific sensorial relations herein to be explored, and on the other hand the unfamiliarity of the 

“mouldable” factor by the majority of the students along with the specific characteristics of the 

material and the technics involved, what allowed to bring up rather particular experiences in each 

one of the students. 

   The methodology used in this experiment, for its own innovating and differentiated condition 

from others already undertaken, arouse in the still children/teenagers students different reactions 

namely impotence, frustration, anxiety, joy and expectancy in the discovery of new sensations. It 

was observed that anytime these students tend to seek for a safe support: the teacher or the 

pairs. 
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This way, the attitude and dialogue of the teacher with these students is fundamental, and 

should be orientated essentially by affection, strong patience and calm, conditions which aren’t 

always easy to conciliate during the activity both because of their personal characteristics 

(stubbornness, dispersion, for example) and the consuming factor caused on the teacher in these 

classes.  

In fact, as said by Schön (2000, p.130): 

…the communicative work of the dialogue, does not depend only on the ability of the 

instructor and the student in carrying out their roles but also in their will to accomplish it. This 

involves feelings and ideas each critically bond to the other. 

The students were divided in three groups with different names and terminologies, in such a 

way that the participants couldn’t be identified, a safe way to preserve the privacy of the students, 

in spite of the tutors’ authorization for filming and photographing.  

   These students can present (dis) abilities ranging and/or accumulating difficulties of 

attention, language, psychomotor factors, the understanding of social rules and communication, 

even emotional and cognitive retardation, hyperkinesia, hyperactivity, attention deficit, 

concentration difficulties, in the organization of the speech and thought, what doesn’t allow each 

experiment to be subsequently analysed and observed by them in a descriptive and oral way.  

However, throughout the observations and filming it will be possible, no certainties granted, 

understand the reactions that each student reveals faced with the experiments 

The age of the students that participated in these activities range between 11 and 16 and 

they have been my students since 2012 at least. 

They were though grouped in a different way, some left school already, and new ones have 

been integrated in this educational measure. 

This experiment took place in the school year 2015/2016, 50 minutes each activity, and it 

has been conducted in three different ways: 1st – totally free, with no orientation; 2nd – totally 

conducted and the aim was to reproduce what I was modelling; 3rd and last, partly directed and 

common, after what the students could develop their imagination using, for the first time, other 

elements simultaneously with clay. 
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WORKSHOP 

Title: Lab Color Sense 
 

Abstract 

Related to the Ph.D project, this research workshop aim to summarizes and discusses 

the process that occurs in human perception: sensory impressions, organizing process, 

and interpretative process of Visual Perception and Dermo-Optical Perception (DOP). 

The participants are invited to analyze their cognitive perception during the contact with 

four different chromas with the intent to investigate the dialogues between body and 

color during the creative practice of painting, through self-experience and self-analysis. 

This research workshop attempts to abstract oneself from their own experience, wherein 

the methodological process is to investigate how participants create their own 

methodology which led their actions/experiences with color. 

Keywords: Painting, color, human body, cognitive education, self-reflection. 

 

Theoretical framework  

This research workshop is a project of an ongoing Ph.D research in Artistic Education 

that I am calling ‘Lab Color Sense’ and is being conducted in an academic context. This  

study focus on emotional and physiological experimental approaches to cognitive 

perception. These are united with the traditional visual literacy approaches used in 

painting. With such a framework, applied to color, the participants will be ask to deal 

with color and appreciate different cognitive processes. In the 19th century, perception 

was studied as a passive stamping done by exterior stimuli on the retina. It would then 

reach the visual cortex, the zone of the occipital cortex that receives stimuli generated 

in the retina, resulting in an identical image (isomorphic) as the primary stimulus. This 

workshop intent to refute this notion and understand perception as an active process 

that involves the search for corresponding information. 

   Telford (1970) differentiated sensation from perception in that the first comprises a 

simple conscience of the dimensions of experience, whilst perception implies the 

sensation and the meanings that are attributed to the experience. 

Working as an artist and as a researcher in both, artistic education and painting, the 

research attitude towards this study comes down only as a mediator and researcher in 



action of this dialogic process of interaction process with perception, concepts and 

materials.  

   This action research attempts to abstract oneself from their own experience, wherein 

the methodological process was to investigate how participants create their own 

methodology which led their actions/experiences with color. In this process, the 

methodology, as an individual creation, is not replaceable or teachable, instead it 

consists of procedures that generate a methodology. This fact is well exploited by 

Weber and Mitchell (1999), and quoted by Hernández (2008, pp. 85-118). For this 

workshop a path is necessary, which is built as we articulate our own relational 

procedures with color during the action of painting. The analysis of the reflexivity 

process which the artistic self-expression reveals aspects of self and puts us in full 

connection with our emotions. This gets us to a multisensory response that gives rise to 

a type of learning at the level of the senses. In this direction, questioning the accuracy 

required to scientific investigations when applied to education it is possible to consider 

principles and procedures of artistic activity may transform educational practices. 

 

References 

Bach-y-Rita, Paul; Tyler, Mitchel E. & Kaczmarek, Kurt. A. (2003). Seeing with the Brain. In 

International Journal on Human-Computer Interaction: Special Edition on Mediated Reality 15, 285-296. 

Freire, Paulo (2001). Pedagogia da Autonomia: saberes necessários à prática educativa. (20 ed.). São 
Paulo: Paz e Terra 
 
Freire, Paulo (2003). Educação como prática da liberdade. (27 ed.). Rio de Janeiro: Paz e Terra 
 
Gardner, Martin (1966). Dermo-optical perception: a peek down the nose. In Science, 151, 654-657 
 
Hernández, Fernando (2008). La investigación basada en las artes. Propuestas para repensarla 
investigación en educación. In Educatio Siglo XXI: Revista de la Faculdade de Education, ISSN-e 1699-
2105 (26) 
 
Mitchell, Claudia & Weber, Sandra (1999). Reinventing Ourselfs as Teachers: Beyond Nostalgia. London: 
Falmer Press 
 
Schön, Donald A. (2000). Educando o profissional reflexivo: um novo design para o ensino e a 
aprendizagem. Porto Alegre: Artmed 
 
Solso, Robert L. (1994). Cognition and the Visual Arts. London: MIT Press/Bradford Books 
 
Telford, Charles (1970). Psicologia. São Paulo: Cultrix 
 
Zavala, Albert; Van Cott, Harold P.; Orr, David B. & Smal, Victor. H. (1967). Human dermo-optical 
perception: colors of objects and of projected light differentiated with fingers. In Perceptual and Motor 
Skills, 25, 525-542.  
 

 
 


