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1. INTRODUCTION

How to empower youngsters in their relation to their gender through art mediation ?

Artistic practice provides the occasion to present in a visual way issues that in written form would
be much more complex to understand and perceive. Visual thinking activates a holistic perception
that allows access to a complex message at a glance: visual hierarchies, colours, their gradations, the
combination of text and image, sequencing, scales and proportion, the use of visual metaphors and
symbols allow our brain to activate both cerebral hemispheres and thus connect perception, emotion
and cognitive capacity at the same time.

Gender, on the other hand, the central axis of our project, is a social construct that has served to hie-
rarchise, categorise, exclude and stratify human beings, proposing strategies of subordination and
subalternity, of over-representation in some cases and under-representation in others. Dismantling
the concept of gender, transgressing it, turning it upside down, ionising it, playing with it, making it
the concept of citizenship, allows us to appropriate a term that has caused pain and oppression and
to openly express the contradictions that are inherent to the concept itself.

Beyond theoretical debates, Art practice and the creative process help to reflect on the paradox of
society through images. It allows questions to be opened rather than closed, it offers the opportunity
to engage in creative debates, to raise contradictions, doubts and ambiguities beyond limiting and
excluding options. Art, artistic practice, by its specific character, offers a space of freedom, safety, pos-
sibility and projection, posing internal and personal challenges but also subverting the foundations
of societies.

The manual that we present offers facilitators and participants the opportunity, indeed, to question
gender and limiting identifications of gender and to open up a space for debate, denunciation and
questioning of roles, mandates and impositions.

The artistic mediation involved with images that come from the social media allows the appropriation
of visual messages and their subversion: the active ingredients that we will present intend, encourage
and support subversion, transgression, continuous questioning and reflexivity as a permanent axis of
a constant critique towards the common wellbeing.

Some of the products we present use techniques already used by social movements that have tried to
destabilise unfair processes. The fanzine, proposed by the Complutense University and developed by
two of the groups in our strategic alliance, proposes a fresh look that questions established canons.
A little further afield, the “Femzine” (feminist fanzine) provokes an openly feminist approach that is
critical of patriarchal and extractivist systems.

Following the Werner Moron’s method of “real path-imaginary path” all of the proposals articulate
activities that enable the prevention of symptoms related to subalternity, the stigmatisation of co-
llectives and mistreatment, with the fact of how women and other collectives - watch and are being
watched. The art activities - collage, photomontage, stencils, cyanotype, video-narratives - start from
reality, from messages from the media, magazines, newspapers, photographs of everyday life, and
disrupt it: they question it, transgress it. Irony runs at the basis of these proposals that seek to em-
power and analyse the underlying mechanisms of power, that seek to show and denounce, at the
same time analysing the deep roots of inequality.



2. THE STRUCTURE OF OUR FIVE DAYS LONG
WORKSHOPS

The methods and activities we are sharing with you are the results of one week workshops that we ran
in our four cities: Bari, Ljubljana, Madrid and Paris. In these workshops young people, educators and
artists worked together to tackle the concept of gender through different artistic approaches. Though
the workshops had different foci and used different art forms, they all had the same structure.

Seven steps for the workshop week:

The group

Identification of a subject (Real Path/Imaginary path)
Artistic techniques (active ingredients)

Creation

Follow-up and feedbacks

Final artwork

Collective exhibition

No ok wbhE

1. The group

©Elan Interculturel



We start the workshop week with icebreakers games. Games are an essential facilitation tool for crea-
ting a light-hearted atmosphere, lowering the stress level of participants - often due to the fact that
they are socialising in a new group. It is also an opportunity to get to know each other (games to learn
names, where we come from, what we like and what drives us). From the first morning, we co-cons-
truct a safe and creative learning space (see chapter 4) in order to create common rules that will ensu-
re a feeling of safety and comfort and create a “brave” space where people dare to ask questions, to
make mistakes and therefore to learn.

There are also power relations and social inequalities within any group that can affect participants’
engagement and well-being: the facilitator-participant relationship is a good example. It is therefore
important for the group to be aware of and name differences and inequalities together and to propose
common rules to bring balance and fairness to the group.

2. Identification of a subject - Real Path [ Imaginary Path

©Flan Interculturel

Obviously, when engaging in artistic creation, it is important to have a subject in order to avoid the
“blank page” syndrome. To help individuals find a subject of their own, we turned to the Real Path /
Imaginary Path method created by artist Werner Moron, which we adapted to questions of gender. The
idea is to start from our own experiences and add a fictional element that operates as an empower-
ment narrative: if you have already experienced gender-based violence or discrimination, this is an
opportunity to creatively imagine an alternative narrative and reclaim your story. This method also



makes it possible to problematise a personal experience and to extract a more general question - and
to bring the discussion from a personal level to a social and systemic level.

3. Artistic Techniques

The main idea of our method is to impart artistic practices to the participants and to make them as
autonomous as possible in using these practices. We work as if we were in a cooking class: we share
with the group the ingredients and recipes so that they can cook the dish of their dreams. So we take
enough time to teach them the basic gestures of each artistic practice, we name these basic gestures
together and we practise short exercises to integrate the technical aspects.

4, The creation

The creation is the moment of combining the mastery of artistic techniques and the expression of
one’s subject. Before starting, it is therefore necessary to make sure that each person in the group has
their subject, and that they have more or less mastered the technical fundamentals of their technique.
Some advice during the creation phase to help participants;

X Give limits: time limits and creative constraints will provide a framework, and reassure par-
ticipants - while remaining flexible if one of them exceeds them. Also, the creative constraints for a
group will help to create an overall coherence between all the productions and the results can be used
to create a collective exhibition that makes sense visually.

X Think of progressive steps for the creative activity to guide participants with structured, pre-
cise and progressive guidelines. For example, while doing collage you ask them first to create a visual
collage from three images combined; in the second stage to choose a text to illustrate the collage, and
finally to think about the image-text composition together.

X Make yourself available for participants who have blockages, who lose confidence or who feel
lost. Your support and that of the group remains a driving force in a collective creative process.

5. Follow-up and feedbacks

At the beginning of the five days participants will have engaged in the creation of their art work, ma-
ybe even starting several works. Some may work perfectly well in autonomy, but some may require
closer accompaniment: this is the follow up. This stage is less structured in our approach, but some
support may nevertheless be necessary for most participants to push their creations further, or to take
the time to select, refine, compose the whole of their creation for a final production.

In this process, there is a step that is much more important than what it would seem at first glance: the
feedback. The facilitator and the artist are responsible for giving individual feedback to each person.
However, because you are working in a group and because this is a skill we wish the participants to
develop, we advise you to also rely on the group for feedback. To do this, address this question from
the beginning in the collaboration agreement: what do you think is good feedback? Or what kind of
feedback you would like to receive or not? What is the difference between constructive feedback and
criticism?

Moreover, it can be interesting to create thematic feedback grids and questions that the participants



can use (see in the chapter 7 “Facilitation Tips” and 8 “ Observation Grids To Assess Your Work”). For
example, an observation grid for artworks based on the message (What message does your work deli-
ver? Is it clear enough for a non-initiated audience?), on the aesthetics (Is it visually pleasant or effec-
tive? How to simplify the form? What to keep, what to remove?) and above all how the content and the
form of the artworks interact and feed each other (Does this colour deliver an emotion that supports
the message of my artwork?) You can also create questions about the creative process.

It is recommended to organise dedicated times in your day during which you create duos, sub-groups
or plenary discussions for the participants to give each other concrete feedback (after each creative
activity, for example). Finally, at the end of the day, think of a time for feedback so that the group can
express what they 1. liked, 2. learned 3. what they would do differently the next days.

10
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6. Final artwork

The last day is the decisive moment to think together about the final shape and appearance of your
artworks. This is the time to sort, select, compose, add the last touches, and edit the final production.
The artist and the group have a big responsibility in this. You can impose a final format or discuss it as
a group. The idea is to finalise and project into the next stage: the exhibition.

Eventually, you can bring in an artist to do the post-production and thus ensure high quality plastic
renderings. It is also possible to train the participants to do this step by themselves.



7. Collective exhibition

At the very end of the week, we recommend organising an exhibition to present all the finished ar-
tworks. You can do this among yourselves, with only the participants, or invite friends and colleagues
so that there is an audience with a fresh perspective to appreciate the final artworks.

Think about how to present the artworks in the best way. It is also an important stage for each person
to speak and present their work. Young people can present the fruits of their labour and express them-
selves on some of the issues that are important to them.

Another option is to plan a public presentation in the weeks that follow.
Some form of sharing the works with an audience is very important to us, it allows us to recognise the

participants, to value their work and their reflections, to deliver an engaged message on gender issues
to a wider public.

©Elan Interculturel
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3. HOW TO INTEGRATE GENDER IN AN ART MEDIATION
METHOD?

One of our desires for the POWER project was to invite participants for workshops of artistic creation
to tackle with them their conceptions, reflections, and experiences of gender. We wanted to propose
a method that invites participants to create an artwork - individually or collectively, that makes it easy
for participants to engage with artistic tools even if they had no art experience before, and which is
flexible enough so that we can focus it on the elusive subject of gender. To embark on this adventu-
re, we turned to an artistic mediation approach developed by Belgian artist Werner Moron, that we
adapted for the purposes of exploring and deconstructing gender. The appealin this method is that it
enables participants with no prior experience to create an artwork, rooted in a subject that is authen-
tic for them in the fantastically short time of five days. To make something similar happen, you need a
good structure: what we propose below is the method as we adapted it from Werner. It is not the only
way, you may want to adapt it further to your desires. You may also need some collaborators: such
workshops work best if there are facilitators with experience on how to build a and animate a group,
and also artists who are happy to share their craft and support the group with different art skills. In
this section we’ll focus a lot on how to invite the theme of gender into the method, if you are thirsty for
the art activities, you’ll find them in chapters 5 and 6.

1. How to facilitate the identification of a “subject” or subject matter
for artistic creation?

If you’re used to creating artworks, you are familiar with the process of how you identify the subject of
your next piece. For people who've never created a work of art before this may be a somewhat elusi-
ve, even scary prospect. What if they don’t have any specific idea spontaneously popping up in their
mind? In moments of uncertainty people usually turn to the safety of known schemas and stereotypes
and recreate already known art works. To avoid this, and to be able to anchor the artistic creation in
something really relevant and personal we borrowed Werner Moron’s approach of “Real path / Imagi-
nary path”. Here is how it works.

Real Path

“Real path” is an invitation to orient our attention to the reality around us in the most objective, less
artistic, less imaginative way possible. During his many workshops delivered for art students, Werner
Moron discovered that people tended to be so absorbed by their own thoughts and subjective reali-
ties, that they often lost sight of the external world. So, he invited his students to draw or paint the
path of how they arrived at the workshop venue, in the most objective way possible: what were the
shapes, the colours, or even the odours, the sounds they met through the journey? Maybe especially
now, that we are soimmersed in the reality as presented to us on the screen, on social mediait is quite
refreshing to turn all that off and to merely focus on what’s really out there.

“What is asked here is not to make art, not to be creative. The game consists in accepting to see and
describe what seems obvious to us, as simply and objectively as possible, in the manner of an ethno-
logist.” (Werner Moron for the Real Path Project).

How to do this concretely?
In Writing

The easiest way with a group that is new to art is to propose concrete questions and invite participants
to respond to choose one of the questions and write down their response. Some examples:



What is your earliest and most detailed memory about gender?

Do you have heroes who influenced your construction of gender? Who are they?
What encounters marked the way you constructed your gender?

Have you experienced any injustice or oppression related to gender?

RRXRRXR

Using video

Invite participants to film an overview of their street, their room, without making a movie but hunting
for visible manifestations of gender.

Using photography

Ask participants to take pictures that show their neighbourhood, their school, avoiding common me-
dia representations and framing (like a police officer on a crime scene), again searching for visible
signs of gender.

(Examples adapted from Werner’s description).

Once each participant is ready with their “real path”, invite them to share with the group. If it was
through writing, then invite participants to read one after the other what they wrote. No applause,
no reactions are necessary. These would most likely break the rhythm and introduce an element of
anxiety or competition that the process does not need. We don’t want some participants to feel that
their description received more praise or less than the others. It is a simple sharing, even though for
Werner it is a key element in the dynamics of the process.

“..even if it is essential that the real path is the fruit of a single individual, what will make the alchemy
of the method, is that once this “real path” is exhumed, it is presented to the whole group. (...) This mo-
ment will create a polyphony of emotions and evocations essential to the process.” (WM for the real path
project).

Imaginary path

Once we have our “real path” this second step invites us to introduce an element that does not exist,
aninvention, a desire about what we wish would be as opposed to whatis. Anythingis permitted, and
this new element that you introduce, it does not need to be big, you do not need to change it all, just
a little piece.

In writing: change one detail of the written story and be curious about how it changes all other cha-
racters and events in your story. The idea then is not to “improve” the story, but merely give yourself
the freedom to play with it, allowing yourself to detach from its objectivity.

Some participants, especially if they were writing an initial story about a beautiful harmonious family
memory (or to the contrary a potentially traumatic conflict) may be reluctant to introduce any change.
You can motivate them for the exercise by saying just to give it a try, just by curiosity, having complete
freedom to destroy this new version of the story if they wish to do so.

Just as for the “real path”, here too, at the end of the process we share with each-other our produc-
tions - read the text, or show the images.

Finding the concept

13
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Remember, we’ve embarked on this journey of real and imaginary path with one goal: to facilitate the
identification of a subject for each participant which is authentic for them and connected to the con-
cept of gender. So once each participant reads their story, go around the table and invite everybody to
find a concept - a title - that they think is somehow the key to their two stories.

Finding the word - example

In answer to the question “What is your first memory of gender?” someone’s “real path” was about an
episode that happened when she was four years old. During a party organized by parents she was put
to bed with a boy, and instead of sleeping they engaged in playful discovery of the differences in their
bodies. A parent entered, there was a sort of embarrassment, they were separated, and she felt very
guilty. In her “imaginary path” she retold the incident with the parent peeking in, smiling, closing the
door and letting them play. There could be many concepts hiding in the two stories. The first idea of
the participant was discovery, then biology. But she was not sure, these seemed very general. We tried
to help her by pointing at the element that she changed, and this led her to the word “unforbidden”
with which she was fully happy.

Though there are no objectively good or bad concepts or titles, some of them open doors of creativity
more easily than others. It is for instance more of a challenge to embark on an artistic creation with
concepts that look like happy endings in themselves: “harmony” or “love” may give more of a heada-
che despite their apparent positivity. Assist participants who seem to have trouble in finding their key,
you can even invite the group to make some suggestions.

Note these concept-titles on a flipchart paper. This concept is important, since it will be a thread of
continuity through the whole process. It is then quite important to make it interesting and intimate
for each person.

To plan your workshop

X First of all, do the exercise yourself - why not right now, or in any case well before your works-
hop. Choose a question that seems interesting to you. Give the two (real and imaginary) answers and
think of a concept that can be a key to both your stories.

X Write your own questions and print them on separate cards / papers, you can also invent
collaboratively other questions that you write on separate papers / cards.

X You can stick your papers / cards on the wall or place them on the floor and invite participants
to walk around and stay with the question that touches them the most, moves them, interests them.

X Be aware of the language / reading / writing skills of your participants. We propose the exer-
cise for a written format, simply because the quality of the written story is different from a simply told
story. But if your participants need assistance with the language and the writing feel free to make
flexible arrangements. Use photography or video or assist participants in writing their stories.

2. How to transmit artistic tools for participants in the easiest way?

The concept of “active ingredients” refers to those ingredients of medicine that provoke a change in
us (reduce our fever, make us gain strength etc). Werner invites the concept to the context of art, to
denote an element of artistic form that introduces a change in us. What makes us feel an emotion, get



enthusiastic when we see a painting or a dance performance. He believes that if these active ingre-
dients can reach us and have an effect, it is because in some way they can connect to what we already
know inside somehow. For him, the exploration and identification of such active ingredients is the key
for an easy transmission of artistic tools.

“All forms, however elaborate, contain principles that we all hold within us. It is these principles that
act on us when we are moved to tears by a song, it is also what gives us the impression that the book
is written for us personally, it is what makes such a painting or such photo reveal to us with much pre-
cision an impression of intimacy, it is also these principles which are at work when our body seems to
understand better than our conscience what is played in such or such choreography.” (Werner for the
Real Path Project)

For instance, the active ingredients of collage can be: separation of subjects from their background,
putting them in a new background (cutting them clean to give strength to this illusion), replacing
objects with elements that don’t belong there, playing with proportions: changing the moon with an
orange or vice versa, using words to change our interpretation of what we see (see more details in the
next chapter). Identifying the active ingredients helps you develop your introductory workshop, pro-
posing exercises for your group that they can execute easily, building on what they already know from
their everyday life. Don’t give yourself headaches if you’re not sure what the “real active ingredients”
areinyourart form. Try to translate your art form through key elements (shapes, colours, relationship
between the different elements on your page) that you can easily transmit. Most probably they are

actually your active ingredients.
To plan your workshop

X What art forms will you be working with? Can you try to identify the “active ingredients” of
this specific art form? Observe what artists do, talk to them, ask them questions to make up your own
list!

X You can get inspiration from our collection of “activities to take possession of artistic tools”
in chapter 5.

3. Listening and accompanying

The next mission is to facilitate the creation of the artwork that reflects in the best possible way the
intentions and desires of each participant. This is no easy task. The artist should try to make sugges-
tions and lead the participants towards an artistic outcome without taking away the originality of their
ideas, to give support without exerting too much influence. For this process, Werner recommends
accompanying the participants and being attentive to their needs with active listening.

This listening-accompanying process has three functions: to offer technical, expert support for artistic
solutions they are not aware of, to help participants go beyond blockages they may experience, and to
use the strength of the relation to keep them on track and motivate them.

On the technical / artistic level in the words of Werner Moron:

You don’t discuss your own point of view. You do not integrate your own aesthetics. You are complete-
ly at the service of the work to come, you have the sincere desire.

In case of blockages, remember: listening is not to be confused with therapy.
“Never improvise as a therapist, just flush out the knots when there are knots and make the person un-

15



16

derstand that this fragility, this inhibition, can become a very good support to put relief, strength, emo-
tion, expression in their artistic proposal. And this, without anyone knowing what it is, without needing
to unveil it publicly”.

Make them understand that you have the memory of all that they have expressed personally, cons-
ciously or unconsciously since the beginning of the meeting. This will show this person that despite
their disorder and the bad opinion they have of themselves by comparing themselves to the group,
you take them seriously.

To plan your workshop

X How can you make sure that from the very first encounter your team pays attention to each
participant and you take note of their desires, wishes, skills, fears etc.? How will you structure the
follow-up sessions between artist(s) / facilitators and each participant? Will each participant have a
designated “mentor”? How and when will each participant have a chance to talk with the artist(s) /
mentor(s)?

X Think of creating a clear agenda of the bilateral meetings, so that you can anticipate the time
needed from each artist, and to ensure that each participant has access to such sessions.

X Plan with your team for “impasses”. What can you do if you see that a participant is disenga-
ging, losing motivation?

X Can you incite the participants to collaborate in a way to assist those who are in distress?

4q, Howtointegratethesubjectof genderinanartmediation workshop?

To wrap up, we recap the moments where a theme such as gender can be integrated into the process
of an artistic workshop. We recommend doing this from the beginning of the workshop, inviting parti-
cipants to reflect on the concept of gender with a diversity of introductory activities:

>> In getting to know each-other ‘s activities: a wide range of introduction and icebreaker activities
can be (re)oriented towards the concept of gender. We present one such activity (the triangle) but you
can do it most probably with your favourite warm-up and intro activities.

Triangle activity : get to know each other

Make groups of 3, give each group an A4 paper and a marker. Invite participants to draw a triangle
on the sheet, and at each angle write the name of the 3 team members. Along the sides, try to find
something that the two people connected by that side share, but they do not share with the third
person. This can be an element of demography, related to hobbies, family life etc. Proceed the same
way with all three sides, and in the middle write something that all three of them share. If partici-
pants are up to the challenge, invite them to think of elements that are somehow connected to art
(referring to genres, artworks and artists

>> Conceptual introductions: check whether you have a common vocabulary about gender related
concepts. You can use the “POWER CARDS” we created (https://elaninterculturel.com/) to explore the-
se concepts in a playful way.

>> Proposing discussion sessions regularly (e.g. at the end of each day) to tackle new questions



concerning gender that may have emerged.

>> Anchoring the artistic creation in a gender-related question that is important for the partici-
pants. Asyou will read a bit further, one of the first steps that we propose, to help the identification
of the “subject” of the art work is to answer some questions. We’ll describe this step under “real path
/ imaginary path”. In the original method proposed by Werner Moron, these questions refer to all do-
mains of life. To help tackle issues related to gender, propose questions that guide participants to
think what are their own doubts, questions concerning gender.

>> Addressing explicitly the challenge of how to create an inclusive process that is respectful to all
(gender) identities. This last idea actually deserves a whole section, so here it comes.

4. SETTING THE GUIDELINES FOR A SAFE AND CREATI-
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VE LEARNING SPACE

Creating together the guidelines for the workshop is very important to us because it is the first step
in listening to the needs of the individuals and the group and ensuring common rules that the whole
group can adopt for the workshop. It is therefore a way to empower your group. The guidelines can
prevent or help to address possible misunderstandings and tensions. Gender issues (like any other
topic related to our social and personal identities) can raise strong emotions, especially when we have
different visions - and one hopes that in an intercultural group this will happen! So it is important to
frame these exchanges.

Our way of doing this is - at least at the beginning - to avoid debating ideas and to shift the exchange to
sharing personal stories and experiences in order to bring sensitivity and pleasure to being in a group.
For us, a safe space is on one hand, one where vulnerability is allowed and valued, and on the other
hand where everyone has the tools to preserve and take care of themselves.

Here is an activity to determine collectively the different needs that coexist in the group.

1. Activity name

Setting the guidelines for a brave and transformative learning space
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How does the activity go?

As facilitator, you ask the group if they all agree with the pro-
position and check together what you should do concretely to
make it happen. For instance, if someone writes “treat each other
respectfully” make it a bit more concrete with questions such as
“what does respect mean to you? How should we behave so we feel
respected? Some propositions might bring disagreements, try to
negotiate all together and remind the group that it is a pedagogical
space where mistakes are allowed, as long as people are willing
to question themselves, learn and respect others.

3. Invite participants to look at the list and add more words if nee-
ded. Then, explain that these charter contains our individual needs
and that during the whole workshop we are responsible for our
own safety and so for the others. The whole list is going to hang
on the wall during the day reminding us of our common rules of
safety. If a new need arises during the activities, it can continue to
be filled in.

4. Optional: You can create a common gesture to signal something
important to the group: a sign of protection if you are talking about
subjects that are too sensitive for you, for example. In groups with
different language levels, you can create a gesture to signal that
you need the person to translate, repeat or rephrase more slowly
what they have just said. Try to identify the needs of the group in
the first hour!

©Elan Interculturel
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5. ACTIVITIES TO TAKE POSSESSION OF ARTISTIC
TOOLS

FEMZINE

The feminist fanzine or femzine is a type of publication based on the combination of art and activism.
It is strongly rooted in the community and erases the hierarchical boundaries between different types
of knowledge and different disciplines (eg: folk art, academic art etc.) Historiography places its origin
in protest movements such as punk, situationism and Dadaism, in its ways of doing things based on
DIY, do it yourself and influenced by social movements such as feminism and LGTBQI + groups.

“The fanzine has served, for many women, as a space for socialisation and identity building, to rea-
ffirm themselves, empower themselves and to be able to talk about difficult issues.... The materiali-
sation of feminist cultural activism”, affirms art historian and fanzine creator Andrea Galaxina, one of
her titles being “I can say whatever | want! | can do whatever | want! An incomplete genealogy of the
fanzine made by girls”. This methodology is interesting, not only for working with women, but also for
empowering any collective through artistic practice.

The fanzine questions the idea of “professionalism” as a publishing and creative activity, as it carries
out projects with a “low-fi” aesthetic, a term used and generated by the artist and teacher Azucena
Vieites. This means of expression is used by very heterogeneous groups and allows them to produce
and document their own performance.

It generates unconventional narrative strategies far removed from the stereotypes of normative re-
presentation. It reflects relevant current issues, using popular graphics that seek social responsibility,
critical analysis, reflection and dialogue. It encourages collective thinking, empowerment, situations
that activate personal and social change through the tools of artistic practices.

Key ingredients:

X To make a fanzine with the stencil technique and with the use of “Do it Yourself” DIY, “Do it
with others” DIWO techniques, which are cheap, simple and easy to obtain.

X Creation not based on expert methods. Disinterest in ideas of genius.

X Interest in the process, not in the results. All results are valid.

X Appropriation and reworking of images and icons of global visual culture.

X Search and expression of ideas not stereotyped, but according to my wishes, context, situa-

tion and environment.

Mentor of the workshop: Maria José Ollero.

Born and lives in Madrid. Visual artist and teacher. In her work she works with images on the potential
of micro-actions related to the processes of life transformation, the intrusion of norms in our beha-
viour and social commitment, thinking in alternative and critical ways to the established models.

Here you can find the activities to introduce Femzine to the participants. Each of these activities allow
participants to understand the essence of this artistic practice and to empower them to create their
own work of art.






Tips for facilitators or to go
further

You can show images and examples of works, collectives and ar-
tists working with stencils to support us. Create a collection of icons
before the workshop: It can contain the icon of a woman, a man, a
child, an animal, a plant, a building, a car, a mobile phone, a fire,
etc.

If someone gets blocked, insist that we don’t care about the result
and that it’s all about experimenting to see what happens.
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PAPER LAYERS

Since the early twentieth century, avant-garde artists have explored different techniques, including
collage: by overlaying papers, photographs, magazine cuttings and words, they mixed puzzle pieces
together, trying to give new meaning to the world.

Collage is perhaps the most accessible art technique because it does not require complex art training,
but instead creativity and freedom in looking. Collage goes beyond just cutting and glueing: it is a way
of making sense of one’s world, thoughts and emotions, contemplating both one’s sense perceptions
(thus everything outside of us) and our interiority, made up of thoughts and memories.

The Paper Layers workshop presents three moments of the creative process:

- the perception of one’s body and the freedom of casual drawing.
- the composition of images and words (thought - memory).
- joining these two parts with glue, but also with embroidery.

The goal of the workshop is to be able to make one’s own self-portrait, experimenting with different
techniques. The activities, if done one after the other as steps along a process, can help you in the final
realisation. Perform them in the order in which they are proposed. For the final step, it is recommen-
ded to choose your subject from an old vintage photograph-you are free to cut and edit it as you wish.

Y 10) 31d
19 sfem

© Carlotta Camarda



Mentor of the workshop : Carlotta Camarda

Carlotta Camarda was born in Brescia, Italy in 1993, studied at the Academy of Fine Arts in Bologna,
and began making collages from an early age. The creation of her works comes spontaneously, from
family photographs and postcards that Carlotta buys from flea markets, collecting stories of people
she has never met. Through the technique of sewing, she combines past and present, telling new
stories, new memories and new characters.

Key Activities:
X Frottage
X Three Games for making portraits

=

Abstract Collage as Kurt Schwitters
Collage slogans as Ketty La Rocca
Paper embroidery

Here you can find the activities related to the active ingredients of “Paper Layers - Creative Self-por-
traits Collage”. Each of these activities allow participants to understand the essence of this artistic
practice and to empower them to create their own work of art.
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How does the activity go?

1. Take an 80g A4 size paper: this sheet will be your “background”.
Choose a pencil or crayon in the colour you prefer. Choose an em-
bossed surface and try the frottage technique: What you need to
do is to lay the paper on the surface you have chosen and colour
the whole piece. What will appear is the texture of the surface un-
derneath. (Be careful not to be too heavy and fast-the paper might
tear!).

2. Now take a sheet of thin paper (always an A4 sheet, white or co-
loured). Choose another surface and another colour, and reprodu-
ce the technique again. You can use tissue paper, but remember
that itis very fragile!

3. To create a more dynamic composition, tear this sheet into two
parts, without being too precise. Then divide it into two parts again,
either by tearing or using scissors, resulting in 4 parts of different
sizes of the same sheet.

4. Finally, take a transparent sheet, and cut two small parts that are
not too big (for example, 10 x 10 cm). Unlike the other two sheets,
you can choose two surfaces to trace and copy with the permanent
marker. They can be WORDS, DRAWINGS, TEXTURES, etc.

5. Now you can make up your collage following these rules:

- Take the 80g sheet and use it as the “background”

- Take the small pieces of tissue paper and experiment, putting
them in a row, or overlapping each other, or placing them in the
corners of the sheet.

Be careful when glueing these pieces together because they tend
to break easily!

- Use tape or paper tape, glue the two pieces of PVC.




Tips for facilitators or to go
further

Before doing this activity, it is suggested to do two exercises, to ex-
plore and look at your skin and the “surfaces of the world” with a
different look:

Exercise 1

Like artists Giuseppe Penone in his 1970 work “Unwinding” or Ana
Mendieta in her 1972 photographic series “Glass on body,” take a
slide or a transparent paper cutout and place it on a part of your
body. Observe and study the texture of your skin, imperfections,
and colour and try to describe the tactile sensations you feel.

Exercise 2
The second exercise will help you stimulate your senses: you will
need a pencil, a piece of paper and 10 minutes.

Sit down and answer these questions.

- write 3 things you didn’t notice when you arrived

- describe what is in front of you

- don’t turn around, and try to describe in detail what is behind you
using your memory

- choose two colours you like

- write the strongest smell you smell

- list 3 sounds or noises

- choose a surface and describe the sensations you feel, without
touching it

When you answer these questions, you will know better the place
you arein.
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2. Activity name Three Games for making PORTRAITS
What skills will |1 develop | K Tocreateaportraitrelyingonyourinstinctandyour5senses
with this activity? X To liberate the drawing from the expectations of a result
X To make portraits and self-portraits based on instinct

How long does it last?

10 minutes for each exercise (30 minutes total).

What material do | need?

Exercise 1

- White paper (A5)

- Marker

- Mirror (or inside camera of a smartphone)

Exercise 2
- Two sheets of tracing paper size A5
- Two coloured pen

Exercise 3
- Black cardboard
- White pencil

How does the activity go?

Exercise 1 “Self-portrait without looking”.

The exercise is to make your own self-portrait, looking at yourself in
the mirror. You have to follow only two rules:




How does the activity go?

1. Never look at the paper (keep your eyes fixed on the mirror)

2. Try not to lift the pen from the paper

Exercise 2 “Portrait without looking”.
(todoitin pairs).

The exercise consists of portraying the person sitting opposite to
you. You have to follow the same two rules as before:
1. Never look at the paper (keep your eyes fixed on the other face)

2. Try not to lift the pen from the paper

The pair make the two portraits simultaneously.

> at the end you can even overlap the two sheets and observe the
result together!

Exercise 3 “Self-Portrait in the Dark”.
The exercise consists of creating your self-portrait while keeping

your eyes closed. To draw in the best possible way, touch your face
while drawing with your other hand.

Tips for facilitators or to go
further

- To know when your time runs out, use a timer.

- For exercise 3, the use of black cardboard is optional. The black
paper is suggestive because it is like the dark space, the inner space,
that we see when we remain with our eyes closed.
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3. Activity name

Abstract Collage as Kurt Schwitters

What skills will I develop
with this activity?

X To compose an abstract image with existing materials
X To free oneself from the need to find a meaning at all cost
X To exercise in paper reuse (pieces of used paper, newspa-

pers, bus tickets, posters, etc...).

How long does it last?

2 hours

What material do | need?

- A postcard-sized card (10cmx15cm)

- Newspapers and magazines

- Coloured paper (single homogeneous colour)
- Train tickets, bus tickets, receipts, flyers, etc.
- Scissors

- Utility knife (cutter)

- Ruler

- Glue

How does the activity go?

Give the instructions below:

1. The cardboard will be the base on which you will compose
your abstract collage
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Tips for facilitators or to go
further

Ketty La Rocca

At the beginning of the 1960s in Florence, in a climate of great vi-
tality and cultural ferment, she began to collaborate with Gruppo
70 collective focusing on visual poetry, one of the verbal-visual ex-
pressions of the Italian neo-avant-garde. Since 1964, Ketty La Roc-
ca has been composing collages by cutting out photographic and
written images from newspapers and magazines and gluing them
onto white or black sheets of paper. Her collages are organised like
advertising slogans linking words and images in which the focus on
the female condition immediately emerges.

©MOH
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PERFORMATIVE SCRIPTS

The aim of the workshop is to become aware of how gender roles and behaviour is scripted and per-
formed. Gender norms are powerful social scripts that have an important impact on how we behave
in our everyday lives. It seems that with our bodies we often reproduce gender norms by behaving
according to certain social rules as we would have internalised the gaze of the other. The theorist Sara
Ahmed writes that power works as a mode of directionality, and as you become aware how the social
world is organised, norms appear as palpable things. [1]

In the workshop we will think about norms as being a sort of performative script according to which
our lives are being directed. We perform those normative scripts in our everyday lives, they become
visible through our bodies, gestures, language, emotions. We can understand the script as a product
of social conventions, but we can also imagine changing the script into a new form that challenges
social norms and proposes a different kind of behaviour. A script is not fixed, it can be changed and
performed differently. We will use the metaphor of a script in order to think about the roles we per-
form in our everyday lives and the behaviours that are connected to them. In the workshop you will
get familiar with performance art and conceptual thinking as a form of making art with a wider social
message. You will create ideas for performative actions that can take place in public space. You will
write those ideas in the form of performative scripts. The performative scripts can exist in the form of
printed textual posters that can be installed in different spaces, and they can be enacted live.

The purpose of the workshop is to develop conceptual thinking as a method of producing art works,
the main ingredients of our artwork aren’t materials but rather ideas and concepts. The activities of
the workshop are focused on gaining experience, learning how personal stories can be incorporated
into art making, and most importantly learn how to collaborate and develop critical thinking in order
to transform your thoughts and opinions into ideas for conceptual art works.

List of the key ingredients:

X Body: our body will be the main ingredient of our performative scripts. We will imagine ac-
tions, performances with which we will reflect on the notion of gender performativity.

X Behaviour: we will think of behaviour as an art form.

X Text: text will be the main tool for us, we will write concepts, ideas, scripts.

X Personal story: we will use our memories as inspirations that will be incorporated in perfor-
mative scripts.

X Space: we will think about alternative spaces for displaying art works.

Mentor of the workshop: Maja Hodoscek

Maja Hodoscek (Celje, 1984) makes video works, installations, initiates workshops and curates exhi-
bitions. Her practice is research-based and experimental with a special focus on the notion of perfor-
mance, behaviour, and modes of learning. Through the language of moving images, Hodoscek explo-
res diverse social groups within specific environments.

Here you can find the activities related to the active ingredients of the medium of performance art:
body, action, context. The goal of the performative scripts is to imagine new situations with which we
can get new experiences related to gender roles.
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Tips for facilitators or to go
further

Prior to the exercise, the facilitator has to explain that it is ok to feel
uncomfortable and be uncertain because this is also the purpose
of the exercise. However, if some participants do not want to parti-
cipate they can opt out. The opinion of each member of the group
matters and has to be respected.

©COW

2. Activity name

PERSONAL STORY - recontextualising “realpath / imaginary path” to
performance and scripts.

What skills will I develop
with this activity?

You will learn that personal experiences and memories can become
an integral part of the artwork and you will develop skills of self-ex-
pression, communication, and critical thinking. You will learn how
meaning can change by modifying elements of a story, and that
with the change of meaning the whole context of the story can be
read anew. You will learn that context matters and context is also
the main ingredient of a performative artwork.




How long does it last?

2 hours

What material do | need?

Paper and pencils

How does the activity go?

Give the following instructions to participants:

1. You will write a memory about a personal experience connected
to gender and performing gender. Can you remember when you
first felt “scripted” into a gender role? When did you become aware
that you are performing specific gender stereotypes or that others
expect a certain performance of you? What kind of a situation was
that and where did it take place? What kind of behaviours and ro-
le-plays are embedded in your story? Write your memory on a piece
of paper, max. one page. (you can use the stories from the “Reel
Path” activity).

2. Imagine how you could change the script of your personal me-
mory by adding a fictional element to the story. Rewrite the story
by changing the behaviour of your story in the way you would like
the story to be reenacted. Twist the social roles of your story, or add
new meanings to them.

How does rewriting the script of your memory makes you reflect on
the performativity of gender roles?

Rewrite the story on a piece of paper, max. one page. (“Imaginary
path” activity).

3. We share the rewritten stories with the group. Do we notice some
similarities between our stories? The main idea of this exercise is to
show that context matters. How did the context of your story chan-
ge when you modified certain elements of your story? What happe-
ned with the meaning of the story, how did it change?
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How does the activity go?

4. Within the group write clear instructions for your performative
action. What are you doing, where, and what objects are you using?
Write the space where the performance takes place and the dura-
tion of the performance. Use short sentences without interpreta-
tion and write in the first person. Write the instructions on a piece
of paper, max. 10 sentences per action.

Hints for the facilitator

It is useful to share examples of performative art practices with the
participants, especially how performance artists wrote instructions
for their work. It is important to emphasise that the participants
won’t write narrative stories but short instructions, the text has
to be minimal. It helps to tell the participants that the method of
writing performative scripts is similar to how cooking recipes are
written.

| suggest looking at the book Grapefruit by Yoko Ono and the book
Artists Body by Marina Abramovic.

ODLOCITEV. DERINICIIA

Lezim sredi
Presernovega trga.
Roke polozim na maternico.
Tihoma Sepetaje ponavljam:

»To je moja odlo¢itev in ne moja definicija.«

©COW
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How does the activity go?

4. If you want to perform the written text, think about what you
need before performing the text. Where does it take place, is it a
public space? Will you perform or will you ask somebody else to
perform it for you? Will you document the performance, and how?

Tips for facilitators or to go
further

It would be great to have a short debrief after each of these activity
(please note that in those debrief the idea is not to tell participants
what is good or wrong (there is no mistakes in art if it is a choice)
but to become aware of all the creative possibilities that an art prac-
tice allows you.

©COW
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Izmenjava vlog

PERFORMANCE

Pridem k babici.
Izro¢im ji prenosnik in zapiske iz predavanj.
Babica mi poda navodila za oskrbo Zivali in vrta.

Babica se s prevozi odpravi v Ljubljano, kjer
prestopi na trolo in se odpravi do fakultete. Tam
poslu3a predavanja o druZbenih spolnih wvlogah.
Oblecem babic¢ina oblac¢ila. Nahranim Zivali in naberem

zelenjavo iz vrta. Z njo skuham kosilo za dedka in

vnuka. Po kosilu pomijem in pospravim.

Trajanje: 8 ur.

Translation:

Exchange of roles
performance

| go to my grandmother. | hand her my laptop and my lecture notes. Grandma gives me instructions
on how to care for the animals and the garden. Grandma takes the transport to Ljubljana, where she
transfers to the trolley and goes to the college. There she listens to a lecture on social gender roles. |
put on my grandmother’s clothes. | feed the animals and pick vegetables from the garden. | cook lunch
for my grandfather and grandson. After lunch, I wash up and tidy up.

Duration: 8h.

©COW



The collage or photomontage consists in assembling images. However it also goes beyond that: be-
hind each image hides an implicit, an idea. To assemble several images is to make several concepts
resonate with each other, to open imagination; especially when it comes to representations of gen-
der. It is a practice that we like to share because it seems to us inexpensive and technically accessible
to all.

The collage also allows to reshape and to play with the representations of gender: Whether we
select our images from magazines, our favourite social networks or famous artworks, most of these
images embody social norms, of what we should look like, what clothes to wear, what attitudes to take
depending on whether | am a woman or a man. So collage is a perfect opportunity to reappropriate
these representations, to play with them, to modify them, to make funny and liberating associations,
and to create a shift. In this way, we create our own visual imagination by questioning, even diverting,
gender representations.

Itis also an excellent tool to express all the facets of one’s identity. Each person starts with their own
images, those that speak to them the most and that refer to their culture of origin or that of the society
in which they live, in connection with their education, their personal experience, etc. Finally, images
are a vector to dialogue with others.

©Elan Interculturel
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Mentors:
The Parisian workshops were run by a team of 3 young facilitators: Morgane Boidin, Eloise Du-
brana and Elianor Oudjedi.

Eloise Dubrana is a graphic designer by training. During her studies at the Beaux Arts she became
particularly interested in participatory arts, the creation of horizontal spaces and artistic mediation. At
the same time, she became fascinated by the themes of gender and sexuality. Wishing to learn more
about interculturality in order to have a more inclusive approach, she started to work at élan intercul-
turel, where she is now a project manager. She coordinates European and international youth projects
and develops methodologies related to cultural diversity, gender and power relations.

Morgane Boidin studied history and anthropology of art, she joined elan’s team to work on projects
connected to the empowerment of migrant women (working on social skills, job seeking, entrepre-
neurship, literacy and gender) and youth projects connected to gender.. Experienced in intercultural
community art projects, she pursues during those projects her interest for art mediation (dance, visual
art).

Elianor Oudjedi is a multimedia artist who deals with questions of gender and interculturality in her
artwork. She studied at the Glasgow School of Art where she developed a practice mixing participa-
tory workshops and filmmaking. Most recently she directed the shortfilm Kabylifornie exploring the
topic of mixed heritage in France. She currently works at Elan Interculturel as a project manager where
she intervenes on projects at the crossroads of gender, interculturality and art mediation.

The 10 key steps recommended for creating collage:



Choose images that speak to you (see activity 1).

Cutting the edges with precision (see activity 2).

Changing the background gives a new meaning to the image (see activity 4 & 5).

Add objects that don’t belong (see activity 2,4 &5).

Create unlikely associations of subjects and objects (see activity 2,4 & 5).

Replace body parts (see activity 2,4 &5).

Exploiting solids and voids (see activity 4 & 5).

Play with proportions (see activity 3, 4 &5).

Create contrasts in the direction of the images (see activity 3,4 &5.)

Use the meaning of words to deviate the meaning of your images (see activity 4 &5).

W ooNO AW

10.

Don’t forget : Collage is all about twisting meaning and playing with norms and representations
through unexpected associations!
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How does the activity go?

5. Conclude by explaining that in collage, the choice of the paper,
its texture, its feeling in the hand are key aspects. Ask participants if
they observe any difference between a heavier and a lighter paper.
What'’s the difference when the size changes? Start lightly introdu-
cing the notion of composition and link it to the sizes, the shapes,
the colours present in the image and how they interact altogether.

6. If you have a wide variety of objects talk about the fact that ima-
ges are present everywhere and they serve different purposes.
Collage is an art that stems from twisting meanings and purposes
associated with images.

Tips for facilitators or to go
further

If you have a chance, invite participants a week prior to the exer-
cise to select images from their daily life and to bring them to the
workshop so they can analyse their own images. In this case each
participant should introduce an image.
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How does the activity go? 1. Display printed images that show a diversity of strategies for
composition.

2. Give some principles of composition (rule of thirds, minimalism,
repetition (patterns), dynamic diagonal, perspective and guideli-
nes, alignment, symmetry, etc.). You can draw them on a flip-chart.

3. Ask the participants to pick an image and with tracing paper to
draw the principles of composition visible in their image (there can
be several principles of composition on one image). Go around the
room and check with them if they have understood.

4. Then get the group together again and ask each participant to
pick a (folded) piece of paper in each of the three containers.

5. Form groups of 3-4 participants and ask the participants to crea-
te a picture according to the three elements they each picked ( a
style of composition, a part of the body, a number) , for example a
Repetition + Eye + 3. Encourage them to help each other to create
their own picture. You can empower them by telling them they are
the director of photography and they are in charge of directing their
team to realise their image. Make sure each group has at least one
phone camera available. Give them 20 minutes (5 min per partici-
pant). While they do this you can install the projector.

6. Collect all the images on your computer. Bring everyone back
together. Project the images and analyse them with the rest of the

group.

Tips for facilitators or to go | This activity helps the participants to understand the principles of
further composition. Itis a necessary step if you want to push your group to
create collages using images they will have created.

Create a relaxed and friendly group atmosphere to help partici-
pants overcome their shyness in creating and showing their work.

©Elan Interculturel







How does the activity go? 5. Let the participants experiment with the different cut-out ele-

ments to make their own collage. 15-20 minutes.

Tips for facilitators or to go [ The more interesting your collection is (different shapes, colourful

further

representations) the more participants will enjoy playing and ha-
ving fun.
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Tips for facilitators or to go
further

If participants feel stuck by the rule of including text with their co-
llage, you can invite them to find a sentence/ word/ expression that
would twist/ change the meaning of their image.

©Elan Interculturel
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6. FACILITATION TIPS

The method we are proposing works best if there is a team of facilitators consisting of several people,
combining artistic expertise and skills in group facilitation. During the week of the workshop, it is im-
portant that there is a clear distinction at the level of responsibility and tasks between the facilitator(s)
and the artist(s) in order to have a smooth and successful workshop week.

Role of the artist

The artist is the person who is responsible for sharing his/her artistic knowledge and skills with the
participants. The artist is the co-enabler during the workshop: s/he mediates, mentors and acts as a

catalyst.

Here are a few tips to ease the workshop’s conduct for the artist:

ARRANGE MATERIALS

i Coordinate with the facilitators the specific ma-
terials needed for the workshop.
X Offer them technical explanations on the art

forms used and the materials needed.

OFFER COMMON KNOWLEDGE ON THE | ¥ Prepare the activities to transmit the “active in-
CHOSEN ART FORM gredients” of different art forms.
® Offer the participants context and information.
X Show concrete examples of artists, art works.
OBSERVE X Observe attentively the artistic process of all
the participants and intervene if needed.
MENTOR AND GUIDE THE ART X Offer guided support first in the group, or indi-
EXPRESSION vidually, if questions or doubts arise during the process.
X Create stimulating challenges.
X Act as a catalyst.

Role of the facilitator

The facilitator in this context must be able to build a safe and creative learning space and monitor the
progress. In the specific context of our workshop, the facilitator needs to take into account and be
aware of the gender diversity within the group and introduce the topic of gender and power relations
to the participants so that everyone starts with a common knowledge base. Here are a few tips to ease

the facilitation:




SAFE SPACE i Create a safe, welcoming and comfortable spa-
ce, allowing participants to focus on the workshop. This
encourages participation and creates a climate of soli-
darity and trust.

COORDINATE X Structure content, methods and timing.

i Watch for the time frame and the rhythm.

i Define tasks, follow decisions, work plans.

X Follow-up and dissemination of the art works
and results.

i Concretise action plans.

CREATE THE TEAM X Prepare and lead team building activities
through non-formal education exercises.

X Conduct an evaluation session at the end of
each day.

INVOLVE, INCLUDE AND NEGOTIATE. i Stimulate the active participation.

X Active listening.

X Solicit different points of view, feedbacks and
contributions for an equal participation of the group.

X Stimulate the interactions and conversations
among the participants.

i Manage any conflicts constructively.

i Facilitate the relationship between the artist

and the participants.

MOTIVATE AND ENERGISE

X Create bridges between theoretical knowledge
and practical actions.

X Offer energiser activities to boost the energy of
the group.

X Strengthen commitment, values and evalua-
tions.

X Facilitate collective processes and practice
groups.

X Stimulate creativity.

7. OBSERVATION GRIDS TO ASSESS YOUR WORK
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If you’re facilitating a five days long workshop, you may want to check how participants feel in the pro-
cess and to what extent they are able to engage with the activities and methods you propose. Besides
making short feedback sessions at the end of the day we also recommend that you use observation
to collect information.

The following observation grids help you focus on five specific aspects: the workshop’s atmosphere,
the relationship between participants and facilitator(s), the acquisition of new techniques, the rela-
tionship with the final work and the potential to tackle gender and power relations. You can use these
grids to follow what is happening in each module, or on a daily basis. The lead facilitator (who is
proposing the activities) may be busy with the actual facilitation and assistance, so the observation
grid is best handled by the co-facilitator. The facilitator team can discuss the observations (together
with the verbal feedback) at the end of each day, so they can make any necessary adjustments to the
programme.

Use the scale 1 to 5 to note each statement: 1=strongly disagree, 2=disagree, 3=neither agree nor disa-
gree, 4=agree, 5=strongly agree.

Likert Scale
Indicator

Workshop atmosphere and group relations 1 2 3 4 5

1. The group feels comfortable.

2. New connections are made between participants.

3. People feel confident to share.

4. Participants are able to cooperate in small groups when
invited to do so.

5. Participants help / support each other.

6. They appreciate and valorise collective work.




Likert Scale

Indicator
Relationship with the facilitator 1 2
1. There is a positive, trusting relationship.
2. Participants ask the facilitator questions openly.
3. The facilitator has spent time with all participants.
4. Facilitator feels comfortable in the group
Likert Scale
Indicator
Acquisition of new techniques 1 2

1. Participants are able to apply the new technique(s).

2. Participants can use the new technique(s) autonomously.

3. Participants can create an artwork using the technique(s)
in a given time.

4. Participants engage with the technique(s) enthusiastica-
ly.
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Indicator

Likert Scale

Relationship with the final work

1. Participants consider their work as finished and do not
wish to modify them.

2. Participants are happy to share and show their work.

Indicator

Likert Scale

Potential to tackle gender and power relations

1. The work invites reflection on gender.

2. The work triggers debate on power relations.

3. The work prompts joint reflections in the group.

4. The work promotes gender equality and diversity.




73



PGWER

Exploring Gender and
Power through/Zin Art



